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This research examines unconventional ways in which a sense of belonging can be achieved through 
landscape as a platform for personal, societal and cultural identity formation. I determine how 
hierarchical structures prevalent in colonial and, later, Afrikaner landscape representation are contested 
in postmodern discourses. My focus is on my white, queer, female, Afrikaans identity and how, through 
embodied and immersive engagements with landscape, I contest stereotypical roles, created in the 
image of the volksmoeder, set out for Afrikaans-speaking women.  
My interests lie predominantly in immersive experiences of landscapes where the viewers, and I, are 
immersed in the experience rather than observing the ‘view’ from a distance. I refer to Deleuze and 
Guattari’s (1988) notions of moving through “smooth” and “striated” space as modes in which we 
engage with our environments as well as the spaces within our own minds. I apply these conceptions in 
my analysis of Olafur Eliasson and Paul Emmanuel’s artworks, where they contest colonial landscape 
conventions through modes of journeying, atmospheric perception, self-awareness and inscription.  
With regard to my own landscape installation, Deleuze and Guattari’s (1988) modes of moving (and 
thinking) “smoothly” and in “striation” help me to navigate complex personal and cultural narratives 
within a post-colonial and post-apartheid South African setting. Through embodied engagements with 
my installation as well as with the landscape I am able to unpack the fibres that make up my identity 
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The South African landscape has been subject to political and cultural tension and contestation in terms 
of its possession and representation since the settlement of the Europeans in the Cape in the mid-
seventeenth century (and before). Such tensions and contestations are particularly true of the history of 
settlers who would later become known as the Afrikaners.  
Upon their arrival in a ‘new’, potentially threatening land, colonisers experienced an anxiety 
about feeling displaced and culturally ‘groundless’ (Foster 2008: 28). In an effort to make the ‘new’, 
‘alien’ land their home, they tended to transpose their theories of science and evolution onto their idea 
of land as an entity that could be ‘tamed’ and claimed from the vast supposedly ‘empty’ plains.  
These settlers asserted themselves as a volk or nation in a further attempt to establish a sense of 
unity and rid themselves of British colonial dependence; The Great Trek was a significant landmark in 
this quest. They also believed that they were ‘God’s people’ and were living out God’s will by claiming 
and taming land (Kotzé & Griessel 2012: 4). The Afrikaners progressively established a nationalistic 
society after hardships experienced in the interior of what would become South Africa, the South 
African War of 1899–1901 being the most significant. Their identity, which emerged greatly as a result 
of these hardships, was built on their Calvinistic religion, their language and their shared histories of 
annihilation and oppression.  
Within these structures, the Afrikaner woman would be subject to notions of patriarchy 
inscribed in national structures, in her religion, and in her immediate social setting. Idealised visions of 
the volksmoeder (mother of the nation) would haunt her image of herself and how she conducted her 
life. Even after the demolishment of apartheid in 1994, the image of the volksmoeder is utilised in the 
re-upholstering of an Afrikaner identity in crisis, according to Christi van der Westhuizen (2017). Van 
der Westhuizen (2017) describes how the term ordentlikheid, which can be translated as “respectability” 
or “presentability”, is rooted in the image of the volksmoeder and underpins the moral justification of 
the rise of the Afrikaner nationalism after the South African War. Such notions of ordentelikheid surface 
again now, in a post-apartheid South African setting, as the Afrikaners attempt to normalise the 
inequalities inherent in the formation of their identity and as an effort to recuperate masculine authority. 
As a queer, white, Afrikaans-speaking female, who grew up on a small plot of land in a farming 
community in the Western Cape, I am confronted with the complexities of, on the one hand, an 
oppressive colonial background and, on the other, cultural ideas and practices that are both patriarchal 
and heteronormative. My relationship with my inherited Afrikaner culture – its norms, ideals, and 
beliefs – is a complex one. I find myself in an interstitial space where I embrace certain traditions and 
aspects prevalent in my Afrikaans upbringing while at the same time rejecting and contesting patriarchal 
ideals and what is considered stereotypical and shameful in my community. I also reject the sense of 
God-given entitlement to possession of South Africa and its land and resources. It is important for me, 
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I believe, to find my own voice both within my culture as well as contemporary South Africa to establish 
a sense of belonging and find meaning in who I am. I do this metaphorically through landscape and 
conceptualisation of the Self.1 
As a child, I interacted with the landscape and rural spaces that surrounded our house and 
formed a daedal relationship with it. I experienced feelings such as serenity, tranquillity, and solace, as 
well as fear, anxiety, alienation, and isolation. The landscape presented itself to me in layers of beauty 
and vulnerability; its scenery concealed layers of histories inscribed within it which rendered it 
ambiguous and, at times, threatening. It is only through subtle hints of hidden remains, stone ruins and 
ancient artefacts (prevalent in some of South Africa’s indigenous cultures), that prompted an awareness 
in me of the lives and historical narratives it had borne witness to.  
It is my experience of the landscape, my encounters with its historical artefacts, and the vast 
open grasslands of the farms and thick forests that surrounded our house during my childhood, that 
informs my psychic and emotive relationship with it. Our small plot of land and the farmlands around 
it, ultimately, shaped and moulded my psychological interpretation of landscape and Self. I, in turn, 
rendered and shaped parts of its scenery, inscribing my history into its surface. It is my lived experience 
of South African spaces and the political turmoil embedded in its surface that nestled itself in my 
psychological understanding of my Self in the world. 
For me, the complex and, at times, seemingly disparate conceptions of culture and nation are 
interlinked with personal experience and perception of Self. I believe they are intertwined and inform 
each other throughout our lives while we try to find meaning and meaningfulness in our being here. I, 
furthermore, believe that it is the Self, a complex and almost undefinable entity or concept (but which 
I attempt to dissect nevertheless), that sits at the heart of our being. It is discoveries of the Self that 
enable us to perceive and interpret our own thoughts, feelings and perceptions of ourselves and of the 
world.  
My interaction with the landscape during my early childhood years often included walking and 
voyaging through its spaces. Sometimes it was with purpose and direction and other times it was merely 
for the sake of exploration. I found both solace and excitement in these journeys as well as a sense of 
disquietude; an uneasiness of being lost or a fear of what its spaces may contain or hide.  
 
Returning to the Self 
To me, this bears similarities to the journey that one might take when voyaging in one’s own psyche or 
state of mind. When anxiety or uncertainty creeps up on me, I would often track where my thoughts 
and feelings may have come from and where they may lead. Individuality and a sense of Self became 
an important cornerstone to which to return when I felt too lost or too uncertain of my own being and 
 
1 As the Self is a difficult and evasive term to define, I admit that I am not always sure how to refer to it 
throughout this thesis. I do, however, often speak of modes of thinking and feeling, as I believe these are two 
fundamental aspects of the human experience and contribute to the essence of the Self.  
3 
 
the meaning of it all. It became important for me to ‘ground’ myself in the place that I found myself at 
that moment, in the only place that is real and the only place from which I can comport my thoughts, 
my feelings, and my life. 
According to Matthew Gildersleeve and Andrew Crowden (2018), philosophical thinking can 
only begin in the here and now, in the midst of things. Psychoanalysis and place are interlinked and 
intrinsically interconnected. It is only through place, or a sense of place, that the Self can be revealed 
or discovered. It is therefore necessary to recognise one’s place in the world, and its history, when 
determining meaning and meaningfulness in one’s being here (Gildersleeve and Crowden 2018: 77 - 
79). 
The Self tends to be an evasive term and hard to define. I have, therefore, had to narrow my 
research down to that which accommodates my study of place, landscape, and identity. I believe that 
the Self or sense of being is intrinsically connected to human experience (a unique perception of 
ourselves) and the world around us. The Self, as defined in the Penguin Dictionary of Psychology, is 
linked to the issue of personal identity and a sense of our unique existence (cited in Thibierge and Morin 
2010: 63). It forms part of a crucial aspect of human experience and a self-conscious feeling of being 
real and being alive. Thibierge and Morin (2010: 64) consider how one makes the distinction between 
the Self and the other (the other being that which is not the Self or not one’s own conscious thought) 
when making a hypothetical Self-reference. Spatial cognition plays an important role in this process. It 
includes recognising the Self in relation to the other, to that which is not experienced as the Self, but is 
experienced and perceived by the Self (Thibierge and Morin 2010: 64). 
To truly discover the Self, one must recognise one’s unity in, and as part of, the ‘whole’ of a 
place. To do this we have to ‘return’ (in Gildersleeve and Crowden’s 2018 words) to the place in which 
we already find ourselves. We ‘return’ to place as a movement of recollecting and remembering. We 
remember to look up from the activity in which we have been engrossed, and to find ourselves in the 
place that has surrounded us the whole time (Gildersleeve and Crowden 2018: 82).  
Remembering and ‘turning back’ to place enables a return to our experience of being 
(Gildersleeve and Crowden 2018: 88). It can be compared with the inscription of a place by a 
topographer who journeys, traverses, and maps out a place. Similarly, I have to map out my place in 
the world to discover my Self, or glimpses of my Self. This can only be accomplished through repeated 
journeying and triangulation,2 according to Gildersleeve and Crowden (2018: 89). The mapping out of 
a place requires a great deal of walking and crisscrossing over the terrain as the topographer would do 
when drawing or tracing the contours on a map (Gildersleeve and Crowden 2018: 89). We 
metaphorically also journey and triangulate the spaces of our minds, or our state of mind. As 
Gildersleeve and Crowden (2018: 89) state, our relation to the ‘other’, or the discovery of it, is 
 
2 Triangulating is the continuous back and forth movement over the surface of a given area (Gildersleeve and 
Crowden 2018: 89). 
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intrinsically interconnected with our sense of place and our sense of Self, which is why the mapping of 
that place and understanding its complexities is important when mapping out one’s thoughts and 
feelings. 
 
The “smooth” and the “striated” 
Alternatively, Gilles Deleuze and Félix Guattari in A Thousand Plateaus (1988: 560) state that to think 
is to voyage and vice versa. When referring to the spaces across which we move, they use terms such 
as “smooth” space and “striated” space. These are modes of thinking of, and through, space by which 
we make sense of the world. “Smooth” and “striated” space is constantly being negotiated where 
“smooth” space constitutes the journey or the sedentary while “striated” space predominantly consists 
of lines and trajectories where time and space is “mapped-out” (Deleuze and Guattari 1988: 560).  
We perceive the world based on symptoms and evaluations derived from our journeys and our 
experiences of it (Deleuze and Guattari 1988: 557). Deleuze and Guattari (1988) use models such as 
the “Maritime Model”, the “Technological Model”, and the “Aesthetic Model”, amongst others, when 
explaining how “smooth” and “striated” space function across multiple disciplines and interpretations. 
When thinking about one’s experience of the world through the lens of the “Maritime Model”, haptic 
and optical properties are at play. Here, “smooth” space is mostly experienced as a space of events, 
affects and atmospheres, while “striated” space is experienced as one of lines, trajectories, and optical 
perception (Deleuze and Guattari 1988: 557).  
The “Technological Model”, on the other hand, considers processes of entanglement 
(“smooth”) and weaving (“striated”) of textiles, where a mass of tangled fibres is “striated” into a 
coherent textile. This can allude to the symbolic involvement of people or voyagers with their 
surroundings and weaving themselves into its fabric. I refer to the “Technological Model” when I 
analyse my own installation in Chapter Two as an immersive landscape installation within which both 
the viewers and I weave ourselves. It is both in my making of the installation and in the viewers’ 
experiences of it that an entanglement in the landscape is enabled. And it is this through this 
entanglement that meaning is found in the artwork. 
The “Aesthetic Model”, last but not least, refers to “smooth” space as close vision and “striated” 
space as distant vision par excellence (Deleuze and Guattari 1988: 872). The first aspect of “smooth” 
space is the continuous variation of orientations, landmarks, and linkages (Deleuze and Guattari 1988: 
573). It is to lose oneself and be immersed without landmarks. “Striation” can begin only after that 
experience by the drawing, measuring and organising, of that space. My installation functions similarly, 
as the viewers are immersed in its spaces which are populated with personal and memorial landmarks. 
This, along with planning and construction, forms part of a process of “striation” as I attempt to make 
sense of my identity and mental structures. 
Deleuze and Guattari (1988: 560) further state that we voyage both “smoothly” and in 
“striation” and we perceive the same way. Voyaging does not conform to the measurable quantity of 
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physical movement only, nor does it only commence in the mind. It is rather a collaboration between 
the two where physical movement through spaces get absorbed, organised, and spatialised in the mind. 
It is a mode of “being in space or, being for space” (Deleuze and Guattari 1988: 560). This, to me, 
highlights the importance of being aware of the space one finds oneself in at that specific time on your 
journey to Self-awareness.  
Tim Ingold (2011) refers to “smooth” and “striated” space when he investigates our 
engagement with the landscape. He claims that we can only truly engage with the landscape by being 
fully immersed in its folds and fluxes. A distanced and detached view of landscape, like that of early 
landscape paintings (especially that of the English Renaissance), belongs to the world of the “striated” 
as one would metaphorically “shoot visual arrows at [a] target” (Ingold 2011: 132). When discussing 
“smooth” space he specifically refers to the weather as an all-encompassing element of landscape. 
While we may perceive landscape to be its physical materiality (the soil, rocks, trees, etc.), it is the 
weather that evades our touch which we can only perceive through atmospheric awareness. It is our 
experience of light, sound, wind, etc. that defines our perception of a place’s character (Ingold 2011: 
130).  
Deleuze and Guattari’s (1988) writings offer a way to consider how we might navigate our 
journey through space and within our personal and social settings. I use conceptions of the “smooth” 
and the “striated” to dissect my memories and interpretation of my cultural identity to ultimately 
construct and “striate” a new model of myself.   
 
Landscape as culture 
I refer to William JT Mitchell (1994) when analysing the rise of landscape painting in the west, 
particularly in the Netherlands and in Britain. Mitchell (1994) discusses notions of imperialism that 
accompany the rise and fall of landscape paintings and how hegemonic structures are prevalent in its 
representation. This helps me to understand how European settlers’ perception of landscape were 
carried out in South Africa and how this contributed to the hegemonic and patriarchal structures evident 
to the present.  
Events such as the Great Trek (1830–1840s), the South African War (1899–1901), and the re-
enactment of the Great Trek (1938) were fundamental in the formation of an Afrikaner identity. 
Expanding British imperialism in southern Africa in the early nineteenth century instilled psycho-social 
fears of obliteration within the Afrikaners’ psyche, which, in turn, gave rise to overriding partivalent 
cultural patterns rooted in their Calvinist religion. In these times of hardship, the image of the 
volksmoeder (mother of the nation) was born. It was one in which Afrikaner women were praised for 
their heroism, patriotism, and faith. This was especially prominent during and after the South African 
War (1899–1901), when they were held in British concentration camps. They would devote themselves 
to the survival of the volk through self-sacrificial notions for their God and fatherland (van der 
Westhuizen 2017: 102). Christi van der Westhuizen (2017) discusses how the upheaval of an Afrikaner 
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identity, ingrained in the image of the volksmoeder, determined the values by which Afrikaner women 
would be measured.  
 
Aims 
With this dissertation I aim to explore colonial and nationalistic traditions inherent in landscape and 
how two contemporary artists, Olafur Eliasson and Paul Emmanuel, subvert these conventions in their 
practice. They display disparate modes of contestation, such as experiential and atmospheric awareness 
(employed by Eliasson) and inscription and the body as part of the landscape (employed by Emmanuel). 
While Eliasson explores and challenges the boundaries between art and nature and encourages the 
viewer to reflect upon their aesthetic experience of his built environments (Olafur Eliasson 2003: [sp]), 
Emmanuel contests the disparate boundaries between landscape and body, gender, and identity. 
The seemingly disparate conceptual analyses undertaken in Chapter One lay the foundation on 
which I build my argument (in Chapter Two) that our experience of landscape and identity can be 
compared with our, more emotive and personal, experiences of ourselves and of our bodies as gendered 
and cultured constructs. I determine how I, similarly, negotiate discursive boundaries between art and 
nature, body and landscape in my immersive landscape installation. I believe my inherent relationship 
with landscape and modes in which I engage with it function outside of colonial and Afrikaner norms 
and ideals. I ultimately aim to determine how my childhood landscapes and my engagement with its 
textiles, today, surface in the modes in which I conduct my practice as well as my life as a queer, 
Afrikaans-speaking woman.  
 
Methods 
My research method has included comprehensive analyses of Eliasson’s landscape installation and 
Emmanuel’s artist’s book and outdoor installation. In my investigation of Eliasson’s The Mediated 
Motion (2001), an immersive landscape installation, I focus predominantly on the atmospheres created 
and how viewers navigate their way through its spaces. I need to state, however, that I have not seen 
the installation in situ and have only seen images of it. There have also not been many scholarly 
publications on this installation.  
Methods utilised to analyse his installation are, therefore, mostly based on analyses of 
photographs provided on Eliasson’s online art website and online interviews. I have sought to imagine 
how I might walk through its spaces and how my body might, sensorially, experience its atmospheres. 
I also consult writings by German art historian Anja Novak (2012) and Finish architect Juhani Pallasmaa 
(2014). Novak (2012) elaborates on our perception of our atmospheric experiences within Eliasson’s 
installations, while Pallasmaa (2014) claims that we sensorially, emotively and instinctually grasp these 
environments within our minds. Publications on some of his previous works also provide meaningful 
insights into his work as atmospheric installations infused with weather-like occurrences. 
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My analysis of Emmanuel’s work, on the other hand, includes an engagement with his artist’s 
book Cathexis (2003) and outdoor landscape installation The Lost Men (Grahamstown) (2004) as 
physical, visual, and metaphorical contestations of colonial landscape traditions. I did not see The Lost 
Men installation conducted at Grahamstown; however, his installation at the Wits Art Museum in 2020 
– where he hung remnants of the old, beaten, and battered fabrics used in his The Lost Men series 
amongst some of his newer works – provided great insight into the character of the work. I also 
conducted an interview (2019) with him at his studio in Johannesburg, which has provided me with an 
in-depth understanding of how his identity is woven into his artworks and how processes such as blind 
embossing, scratching of surfaces and journeys undertaken infer meaning in his artworks. This 
complemented my reading of analyses of his work by art historians Irene Bronner (2012), Robyn Sassen 
(2007) and Pamela Allara (2012), to name a few. They examine Emmanuel’s rendition of the male 
figure within the landscape and how he questions and contests notions of masculinity. Bronner (2012: 
42) explains how the message is in the medium, while Allara (2012) and Sassen (2007) investigate 
Emmanuel’s use of fragile materials and temporal motifs in The Lost Men as ‘counter-monuments’3 and 
how they subvert colonial references in terms of gender and colonialism in the South African landscape. 
This dissertation is divided into two chapters. Chapter One lays the foundation of arguments 
raised in Chapter Two. It provides a brief analysis of colonial landscape traditions, followed by 
contemporary and postmodern interpretations. Analyses conducted of Eliasson and Emmanuel’s 
artworks determine unconventional modes in which to engage with and perceive landscape. I draw on 
Deleuze and Guattari’s (1988) conceptions of “smooth” and “striated” space. They provide meaningful 
ways in which to think about movement through space and how it may give meaning to the artworks. 
Jean Baudrillard’s (1994) iterations of simulations and simulated events, furthermore, provide insight 
into how the distinction between the real and its hyper-real may alter our perception of our realities. He 
states that it is the distinction between the real and the hyper-real that encourages critical thought 
processes and how we perceive our realities. 
In Chapter Two I employ such conceptions both in my investigation of the re-enactment of the 
Great Trek that the Afrikaners undertook in 1938 (in Chapter Two) as well as my in own work. I draw 
parallels between Eliasson and Emmanuel’s landscape installations and drawing techniques to my own 
in terms of their atmospheres, immersive qualities, and notions of journeying. My installation bears 
similarities to Eliasson’s where I encourage a self-awareness within the viewers through atmospheric 
environments disrupted by the revelation of the construction of the installations. Similarities found in 
my and Emmanuel’s work, alternatively, disrupt stereotypes regarding gender and place-bound 
identities. I include similar allusions to a flat South African landscape as well as related notions of 
 
3 The term ‘counter-monument’ was used by James E. Young (1992: 271) to refer to  an artwork that indexes 
monumental properties, but which ultimately challenges their very being. They may employ notions of 
temporality or self-destruction. Ultimately, they set out to challenge the memories of events which, in its nature, 
elusive and fluid (Young 1992: 271). 
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journeying in my installation as those in Emmanuel’s artist’s book, Cathexis. Notions of inscription – 
as one would inscribe one’s identity into the landscape, or as political, personal, and social events 
inscribe themselves into our skins – are, furthermore, employed in my artworks. With this I interrogate 
my queer, female Afrikaans identity in relation to idealised visions of the volksmoeder and how my 
embodied engagement both with my childhood landscapes as well as my practice contest such 
expectations.  
Ultimately, I intend for my installation to read as a physical manifestation of my imagination. 
I draw on my memories of my childhood – sensory and emotive experiences that I had of the landscapes 
that surrounded our plot coupled with my inherited cultural history – and imaginatively construct a new 
narrative. The dissection of materials used in my landscape installation is symbolic of the dissection of 
my memories and cultural identity. Through the physical act of pulling fibres apart, as a metaphor for 
pulling the fibres of identity apart, I can understand myself better and, hence, forge a new identity. By 
doing this I am able to establish a sense of belonging both within myself as well as within my social 




























There must be … corresponding to the open unity of the world, an open and indefinite 
unity of subjectivity. Like the world’s unity, that of the I is invoked rather than experienced 
each time I perform an act of perception, each time I reach a self-evident truth, and the 
universal I is the background against which these effulgent forms stand out: it is through 
one present thought that I perceive the unity of all my thoughts… The primary truth is 
indeed ‘I think’, but only provided that we understand thereby ‘I belong to myself’ while 
belonging to the world. – Maurice Merleau-Ponty (cited in Malpas 2018: 81) 
Landscape bears many cultural and political innuendos, as it is usually seen within a 
European/Western context where hegemonic and imperial notions dominate its history. Postmodern 
approaches to landscape have, however, engaged with issues concerning race, gender and class and 
have revealed colonial and cultural powers inherent in its representation. In this chapter I approach 
landscape from an experiential, emotive and self-reflexive stance. I look at how historical conceptions 
of landscape as a site of sovereignty, possession, and oppression have shaped our conceptions of 
landscape and our identities today.  
I believe that by acknowledging the Self as an active participant within the world with 
individual thoughts and experiences, feelings of belonging can be achieved. Rather than belonging to 
hierarchical social structures or finding a sense of belonging through the ownership of another, one can 
find it within the Self and all the components that make up the unity of our existence.  
The first part of this chapter provides a brief overview of the rise (and fall) of landscape which 
emerged predominantly through landscape paintings in the seventeenth century in western and eastern 
countries, as discussed by William JT Mitchell (1994: 9). I do this to portray the background against 
which landscape is most commonly known and from which it evolved. It serves to explain how, through 
the emergence of agricultural practices, industrialism and capitalism, landscape became a symbol of 
power in its representation and notions of ownership. I also explain how national and cultural customs 
and traditions became ingrained in its surfaces and within our personal and societal identities, 
particularly within a South African context.  
Eliasson, a contemporary Danish installation artist, challenges the boundaries between art and 
nature (as mentioned earlier). The Mediated Motion (2001), like many of Eliasson’s installations, is 
infused with weather-like elements and constructed atmospheres where he encourages the viewers to 
reflect upon their experiences of the spaces around them, and of their perception of their experiences. 
He draws on their emotive and instinctual abilities to grasp the atmospheres of the space, guided by 
embodied and multisensory engagements.  
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I refer to Deleuze and Guattari’s (1988) “smooth” and “striated” space when analysing how the 
viewers may move through and perceive Eliasson’s installation. Juhani Pallasmaa (2014) and Anja 
Novak (2012), furthermore, provide ways in which we may perceive atmospheres and sensorially and 
emotively experience Eliasson’s environments. It is, however, moments of ‘disillusionment’ 
(encouraged through the revelation of the construction of the environments), as described by Novak 
(2012), which are incremental in the viewers’ engagement with the spaces as they become aware of 
what they are experiencing and how they perceive their experience. 
Emmanuel, on the other hand, is a contemporary queer, white, male South African artist who 
probes his masculine identity within a historically patriarchal South African setting. Within his artworks 
he explores how memories and identities are shaped through mental and physical landscapes. His 
rendition of ethereal bodies and their ambiguous relationships with landscapes destabilises conventional 
and preordained identity characteristics. I unpack his artist’s book Cathexis (2003) and outdoor 
landscape installation The Lost Men (Grahamstown) (2004) as physical, visual, and metaphorical 
contestations of colonial landscape traditions. 
While Eliasson predominantly challenges the viewers’ perception of their experience of a 
space, it is Emmanuel’s interrogation of his experience of his white, queer and masculine identity within 























Part 1: A Journey Through Landscape 
 
Historical overview and contemporary interpretation 
Land and landscape are two intrinsically interconnected conceptions experienced by and through the 
body and perceived and interpreted by the mind. Kenneth R Olwig (2001) examines conceptions of land 
and landscape – based on establishments made during the Renaissance – where land referred to the 
ruler/state and the people/citizens working together in the nationalisation of their country. Landscape, 
however, evolved during this formation and the unification between state and citizen (Olwig 2001: 
108). Tim Ingold (2011: 127), alternatively (but still correspondingly), identifies the land as the soil of 
the earth on (and in) which citizens and (particularly) farmers ploughed and wrested a living. He refers 
to landscape, on the other hand, as the appearance or scope of that scene (Ingold 2011: 127).4 It evolved 
as a site to be projected onto a canvas or depicted through artistic narratives, rendering it into a distant 
view or background against which we live out our daily lives (Ingold 2011: 127).  
Both authors essentially recognise land as the physical thing with which we engage and 
landscape as a more ambiguous concept, where relationships between citizen and nation, individual and 
culture, emerge. Jeremy Foster (2008) believes that landscape is more than just its physical self. It acts 
as a plateau between the conscious and the subconscious, interpreted through individual experiences 
and beliefs (Foster 2008: 28). He claims how we often describe a landscape as being “threatening, 
joyful, austere, calm, contorted, exhilarating or expansive” (Foster 2008: 6), therefore, personifying it 
with human thoughts and feelings and, to an extent, projecting personal beliefs and desires onto its 
surface.  
Although landscape traditions are mostly found in English renaissance painting, the emergence 
of landscape, in various parts of the world, played a significant role in the development of community, 
Self and, also, the rise and fall of empires (Mitchell 1994: 9). Mitchell (1994: 9), for instance, explains 
how notions of imperialism accompanied the rise and fall of landscape paintings in places such as Japan, 
China, Rome, seventeenth-century Holland and France, and eighteenth- and nineteenth-century Britain. 
When looking at Chinese landscape art 5 (especially), fundamental questions regarding Eurocentric 
myths of landscape’s origins and traditions are raised. English landscape was seen in its ‘purest’ form 
as a predominantly European and modern phenomenon (Mitchell 1994: 7), when in reality it surfaced 
only after the fall of the Chinese empire. We can, therefore, assume that it had acquired (at least) some 
Chinese landscape traditions (amongst others) but which were not always readily acknowledged. To an 
 
4 The roots of the word ‘landscape’ reveal many of the associations that we may attach to landscape today. 
‘Scope’, for instance, originally derived from the Greek word, ‘skopos’, which referred to the target or mark of a 
bowman’s aim, while ‘scape’, derived from Old English ‘sceppan’ or ‘skyppon’, meant ‘to shape’.  
5
 Interestingly, Chinese landscapes seem to be linked to the rise and fall of its empire (Mitchell 1994: 9). Landscape 
flourished at the pinnacle of China’s imperial rule and saw a decline during the eighteenth century, at the exact 
time that England itself became an imperial power.  
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extent this afforded them the ‘right’ and ‘responsibility’ to create and establish its representative 
principles, thereby offering them ownership of the genre as a whole.  
Anne McClintock (1995: 5) claims that imperialism emerged, from the outset, as an 
opportunistic and violent encounter with pre-existing hierarchical structures of power that set out to 
interfere with other systems of governance. It is also a fundamental aspect in the emergence of industrial 
modernity in the west, revealing how widespread European and western imperial power extended and 
the enormous impact it has on our lives today (McClintock 1995: 6). It should, however, not be seen as 
a homogeneous, one-dimensional phenomenon, but rather as a reciprocal field between “violence, 
expropriation, collaboration and coercion” (Mitchell 1994: 9).  
Consider the Dutch landscape of the seventeenth century, for instance. It displays some of the 
most traditional examples of western landscape aesthetics and exhibits complex interconnected 
identities between the political, the social and the cultural (Mitchell 1994: 2). The Netherlands, in the 
sixteenth century, faced a critical shortage of land, and so more than 110 000 hectares of land were 
created/dug out from the sea and inland lakes. This provided large areas of land for citizens to settle, 
farm and live out their daily lives. They depended greatly on landscape (or their interpretation of it) as 
a place where they could escape the chaos of the city and find solace in the vast and ‘open’ countryside 
(Clark cited in Mitchell 1994: 11). 
It, furthermore, provided opportunities for nationalist economic and social expansion. As the 
project was a commercial investment, undertaken by the Dutch East India Company, it was ultimately 
authorised by the government (Mitchell 1994: 49). Hence, while pastoral or picturesque landscapes 
depicted visions of idealised spaces designed for the enjoyment of ‘the view’, the commercialisation of 
property, cooperated between private citizens and political governments, were simultaneously ingrained 
in its representation (Clark cited in Mitchell 1994: 11). 
Polder “Het Grootslag” naar Enkhuizen (ca. 1600: Fig. 1) is an example of such idealisation. 
It is a Dutch landscape painting (in Enkhuizen, Holland) which was completed around the time of 
enormous transformation in terms of its land in the early seventeenth century. The painting depicts a 
flat and grid-like area that emerged as a result of the canals, waterways and roads that were constructed 
on the farmlands after large areas of inland lakes were drained (Mitchell 1994: 49). It displays an 
‘ordered’ region where patches of land are marked off with horizontal and vertical lines. Although the 
painting displays monochromatic colours of browns, and yellows, patches of land are green and lighter 





Figure 1: Anonymous. ca. 1600. Polder “Het Grootslag” naar Enkhuizen. Oil on Panel. 60 X 138cm. 
Waagmuseum: Gemeente Enkhuizen (Mitchell 1994: 36) 
 
The artist’s idealisation of the countryside is evident in the disparity between the foreground 
and the background. The city, faintly visible on the horizon, looks dreary, almost dystopian through the 
use of dark and dull colours. The populated buildings appear to be stacked on top of each other, while 
the small houses in the foreground are spread out across the terrain. The people and animals, peacefully 
grazing the farming areas, seem oblivious of the looming city in the background. The painter’s 
sentiment towards an idealised landscape as a place of solace, isolated from the city, to an extent, 
evinces ideals that people at that time transposed onto landscapes and landscape illustrations. 
As South African landscape traditions in the early twentieth century grew out of European 
enlightenment ideals, similar notions of idealisation and the ‘naturalisation’ of political and economic 
themes are prevalent in its depiction. This was at the height of colonial tradition in terms of land and 
land ownership in South Africa (Aronowicz 2009: 5). And as land, for the Dutch, became a commercial 
investment where ‘organised’ patches of land were transformed into real estate, similar motifs were 
evident in South African landscape depictions, where ‘pure’ and idyllic portrayals of nature 
‘naturalised’ the nationalisation of South Africa. It represented a harmonised space intended for 
predominantly white occupation separated from cluttered and industrialised cities.   
Extensive landscape with farmlands (1926: Fig. 2) conveys such ideals. Jacob H Pierneef 
painted a vast, open, and seemingly ‘empty’ South African landscape which has been agriculturally 
managed. It exhibits grid-like motifs similar to those in Polder “Het Grootslag” naar Enkhuizen (Fig. 
1), where sections of the land are demarcated.6 The colours are soft and bright and range from light 
greens, to pinks, to blues which promote a seemingly ‘inviting’ scene.  
 
6 This could be identified as a form of fencing  – limiting the effects of untamed wilderness by portraying it 
within European conventions (Aronowicz 2009: 3). 
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The slight elevation of the artist’s points of view invokes a kind of authoritative stance as he 
looks down at the landscape and alters its plains to fit his desires. This is highly problematic in the 
establishment of South Africa’s landscape culture, as Pierneef was a white landscape artist (of Dutch 
descent) who operated during the rise of Afrikaner nationalism. He conformed to Afrikaner landscape 
ideals and publicly promoted Afrikaner, and Dutch, agency in its representation. He claimed that his 
style was how the South African land ‘should’ be portrayed based on his Dutch roots and ostensible 
belief that this was the right and only way to portray landscape accurately. This belief was further 
fostered by the Afrikaners’ years of suffering during and after the South African War, as a people who 
found their demise as well as (re)birth in its soil (van Robbroeck 2020: 53).  
 
 
Figure 2: Pierneef, JH. 1926. Extensive landscape with farmlands. Oil on canvas. 90cm X 120cm. 
Private collection (Strauss&Co: [sp])  
 
Pierneef, and other artists of this time, however, completely failed to acknowledge the presence 
of indigenous people and existing cultures. As seen in Extensive landscape with farmlands (Fig. 2), the 
landscape is depicted as an empty plain, infused with Afrikaner agrarian politics (based on their farming 
history). It imposes Afrikaner traditions and, to an extent, ownership over its sites as well as its people 
(van Robbroeck 2020: 51).  
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It, consequently, became a landscape of transactions between western traditions and 
indigenous, ignored and even eradicated existing ideas of the land (Aronowicz 2009: 4). The idealised 
visions of its scenery – vast, expansive, and seemingly nonchalant – ‘naturalises’ the political and 
economic themes prevalent in its depiction. The land, which stretches in front of the viewer as if it were 
being revealed or displayed for him or her, transfers a sense of ‘ownership’ (Mitchell 1994: 39).  
Hence, landscape, in its various instances, cannot merely be interpreted as a purely unifying 
force between state and people – as seen in the Dutch landscape art of the seventeenth century – but 
rather as a highly contested political and cultural terrain. In post-modern discourse, however, complex 
networks of coercion and collaboration (whether these be networks of solidarity or of oppression) 
emerge through imperial, cultural, and anti-colonial gestures (Mitchell 1994: 9). While South African 
landscape traditions’ roots lie in Eurocentric myths and ideals, more ingrained and inclusive 
interpretations of its spaces and the people that inhabit it are encouraged through post-modern and 
contemporary interpretations. 
This transition has rendered landscape a difficult, if not impossible, idea or trope to define or 
“pin down”, according to David Deriu, Krystillia Kamvasinou and Eugene Shinkle (2016: 60). Deriu 
et. al (2016: 1) speak of a renewed interest in landscape painting at the turn of the twenty-first century. 
However, it now not only responds to the needs and interests of the cultural elite, as it may have in the 
past, but also incorporates everyday human experience and perception. But to identify it within its 
various iterations related to ‘-scape’ – cityscape, landscape, soundscape, etc – one stands the risk of 
widening its discursive framework to such an extent that it becomes an “all-encompassing conceptual 
umbrella” (Deriu et. al.  2016: 1). I, therefore, focus on landscape as an experiential entity where the 
physical, emotional, and psychological interlink as I determine how I fit into its various tropes of the 
personal, the cultural and the national.  
According to Jeff Malpas (2018: 8), our perception of landscape cannot be purely objective, as 
suggested through western discourse. Our thoughts, feelings, and sense of Self are all connected to the 
places that we engage with (Malpas 2018: 8). And it is “the very structure of the mind [that] is 
intrinsically tied to ideas and images of place and space” (Malpas 2018: 9) which informs the emotional 
rather than the intellectual. 
Martin Drenthen (2011: 3) correspondingly states that we acquire knowledge of both ourselves 
and of our environments through embodied,7 sensory encounters and methods of ‘reading’ and 
interpreting spaces. Our understanding of who we are and how we infer meaning in our lives are 
intrinsically ingrained in bodily experiences and interactions with our environments. Ingold (2011: 129) 
supports this when he states that participation in the folds and fluxes of landscape is not opposed to the 
observation of it, but rather supports what one sees and, therefore, what one feels, hears, and 
 
7 Embodiment, in a Heideggerian and Merleau-Pontyan context, is an essential philosophical foundation in the 




experiences. It is both an optic and haptic engagement with the landscape through which knowledge of 
the Self and our surroundings is obtained.  
Through this mode of self-reflexivity, we can engage with both our personal interpretations as 
well as pre-conceived societal and cultural beliefs about landscape and our identities. We can tend to 
conceptions that we may have formulated within the societal and cultural structures of our upbringing, 


































Part 2: Olafur Eliasson 
 
The Mediated Motion: a description 
In this section I unpack Eliasson’s installation The Mediated Motion (2001), which employs a variety 
of ‘interior’ landscapes infused with weather-like atmospheres. I do this as my interests lie 
predominantly in installation artworks where the viewers are immersed in haptic and embodied 
experiences rather than being detached observers. I believe such spaces prompt an awareness within the 
viewers of themselves as experiential beings participating not only in the installation but in the world 
as a whole. 
Eliasson worked in collaboration with landscape architect Günther Vogt in the production of 
The Mediated Motion (2001), which stretches across all four floors of the Kunsthaus Bregenz in Austria 
(see Fig. 3) (Tate 2020: [sp]). His focus was (and often still is) in the transformation of the interior 
spaces of the building, into spaces or events associated with ‘natural’ occurrences, or spaces beyond the 
walls of a gallery.  
 
 
Figure 3: Eliasson, O. 2001. The Mediated Motion. Installation. Kunsthaus Bregenz: Austria (Olafur 
Eliasson & a pond in a museum 2020:[sp]) 
 
One of the basic elements prevalent in Eliasson’s works is the weather. He utilises various 
materials such as water, soil, wood, lights, mirrors, and modern technologies such as mist dispensers, 
heaters/coolers, and humidifiers to create weather-like events (Molesworth 2016: 43). In The Mediated 
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Motion (Fig. 3), the viewers are, similarly, confronted with such phenomena where their sense of smell, 
sight, and feeling are activated through mist dispensers, manipulation of light, arranged objects and the 
(possible) smell of fungi.  
The ground floor, the first that viewers encounter upon entering the gallery (as well as the last 
floor when exiting), consists of a collection of short logs arranged in a row against a wall with 
mushrooms growing on them. I refer to this floor as the “Aligned Logs floor” (Fig. 4).8 The logs are 
placed upright on a straight, seemingly, manufactured wooden plank. The floor is polished, giving it a 
glossy and reflective quality.  
 
 
Figure 4: Eliasson, O. 2001. The Mediated Motion (The Log Installation). Installation. 
Kunsthaus Bregenz: Austria (Olafur Eliasson & a pond in a museum 2020: [sp])  
 
The second floor of the installation, which I refer to as “The Pond Room” (Fig. 5), consists of 
a large pond with duckweed floating in and on the water. The green fungi cover almost the entire surface 
of the pond, leaving only blotches of dark, murky water visible beneath. Eliasson has built a light brown 
wooden deck with square edges that leads the viewers from the staircase (that ascends from the bottom 
floor) over the pond and, presumably, to the next flight of stairs. 
 
 





Figure 5: Eliasson, O. 2001. The Mediated Motion (The Pond Room). Installation. Kunsthaus Bregenz: 
Austria (Olafur Eliasson & a pond in a museum 2020: [sp])  
 
 
Figure 6: Eliasson, O. 2001. The Mediated Motion (The Soil Field). Installation. Kunsthaus Bregenz: 
Austria (Olafur Eliasson & a pond in a museum 2020: [sp]) 
 
As the viewers further ascend, they are confronted with a light brown/yellow soil laid out across 
the entire room. The soil, laid at a slight angle, is encompassed by a bright, almost white, light that 
illuminates the entire space and promotes an airy atmosphere. The bright ‘air’ complements the light 
colour of the soil and the ‘openness’ of the space.  I refer to this space as “The Soil Field” (Fig. 6). 
The fourth and final floor of the installation consists of a room filled with fog or mist with a 
wooden hang-bridge suspended from one side of the room to the other where the viewers are met with 
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a blank wall and are forced to turn back and retrace their journey downstairs. The floor appears to be 
wet from the damp generated by the mist as well as the dim reflection of the hang-bridge visible on its 
surface. I refer to this floor as “The Mist Room” (Fig. 7). The space is dimly lit from the corners of the 
room with the same white light as seen in the previous spaces. 
 
 
Figure 7: Eliasson, O. 2001. The Mediated Motion (The Mist room). Installation. Kunsthaus Bregenz: 
Austria (Olafur Eliasson & a pond in a museum 2019: [sp])  
 
The staircases between the various floors have been overlaid with wooden structures, tactilely 
and visually connecting the various landscapes with one another. Similarly, the ceilings, which consist 
of white tiles with small, black rectangles placed on them, echo each other across the four environments. 
The rectangles are arranged in a grid-like manner across the entirety of the ceilings and convey the 
sense that the space was planned and executed according to a calculated, grid-like design. This, along 
with the mundane concrete walls that encircle the landscapes, contrasts the ‘natural’ events created in 
the installation and is intended to encourage an awareness within the viewers of the spaces as 
constructed ones.  
Eliasson (Tate 2020: [sp]) claims that by revealing, or leaving, some of the constructed elements 
visible, he encourages the viewers to pause and reflect on what it is that they are experiencing. In her 
analysis of Eliasson’s installations, Anja Novak (2012: 8) refers to these moments as moments of 
‘disillusionment’ as the viewers’ illusion of the space is disrupted. Through deliberate interventions in 
the environments, Eliasson employs moments where the viewers witness their own sensory experiences 
and become aware of the space as a simulation of a ‘real’ or ‘natural’ event rather than one that one 
might actually find outside in nature. He claims that he does not wish to present a “higher state of truth” 
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(The Jakes: [sp]) with his simulations but rather a model within which we can evaluate our engagement 
with our surroundings as predominantly human constructions.  
According to Jean Baudrillard (1994: 2), a simulation of the real, or of a real event, is not a 
double or a mirror image of the real but transcends it (Baudrillard 1994: 2). It perfectly describes the 
real and offers all the signs of the real but ultimately emanates from the imagination, substituting the 
real with a hyper-real (Baudrillard 1994: 2). It is, however, the distinction between the real and the 
imaginary that is sheltered by the hyperreal (Baudrillard 1994: 2) and that raises questions about how 
we perceive our realities. 
While Eliasson’s installation bears strong references to a ‘real’ event that one might find in 
nature, one might ask what constitutes the ‘real’ here. Is it the natural events on which the simulation is 
based, or is the experience of the installation already ‘real’ enough? I propose that it is the ‘realness’ of 
the experience that raises questions whether the installation merely replicates the ‘real’ or whether it 
takes the place of the ‘real’ completely and replaces it with a hyper-real. And as landscape is supposedly 
‘eternal’, the dystopian reality that we can both ‘create’ and ‘destroy’ nature haunts Eliasson’s 
installation and landscape as a whole.   
As the viewers interact with the constructed environments they may, just for a moment, believe 
it as an experience of the ‘real’, but are brought back to a sense of their own position in time and space 
by the realisation that their experience is constructed and navigated by the artist. This does not take 
away any of the effect of the installation but rather adds another layer to it. The viewers’ experiences 
shift from an illusion of a simulated reality to an awareness of its hyper-reality, making the ‘realness’ 
of the experience even more real than the ‘real’ itself, which can be both exhilarating and terrifying. 
They may realise how we, as humans, possess the ability to change the form of nature, and how we 
think about it, and thereby exhibit ‘godlike’ powers of both its creation and destruction. 
Similarly, there is a continuous shift between Deleuze and Guattari’s (1988) “smooth” and 
“striated” spaces within the installation. While the audience may experience illusions of weather-like 
events and move “smoothly” through the installation, it is ultimately a constructed one, carefully 
measured and designed. However, while the installation is a complex composition of the “smooth” and 
the “striated”, viewers’ experience of it is ultimately defined by their movement through it, which is a 
dominant theme in The Mediated Motion (2001). Tim Cresswell (cited in Shearing 2015: 169) states 
that movement is rarely just about getting from point A to B. It is the path connecting these points that 
bears meaning and is laden with agency (Cresswell cited in Shearing 2015: 69). 
I, therefore, consider The Mediated Motion (2001) as an installation of movement, experience, 
and personal discovery. While some elements lend themselves to metaphorical ways of journeying – 
through allocated walkways or suggested modes of travelling – other areas are open-ended (how or 
where to move or walk) but still encourage movement in a kind of ‘free-roaming’ manner. It is, 
ultimately, the viewers’ participation in, and movement through, the installation that defines it as an 
experiential space and confers meaning on the artwork. 
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Navigating The Mediated Motion 
In this section I explain how The Mediated Motion functions both “smoothly” and in “striation” and 
how this bears significance in the act of movement and experience. Deleuze and Guattari (1988: 528) 
state that “striation” consists predominantly of measures and properties, while “smooth” space is 
occupied by forces, atmospheres and intensities like wind, light, and noise. The installation, as a 
measured and planned space of “striation” (conducted by the artist), is interlinked with a (presumably) 
“smooth” experience of forces and atmospheres. Ingold’s (2011: 132) interpretation of “smooth” space 
is closely linked to the weather and is, therefore, key to my analysis of Eliasson’s installation. He states 
that landscape does not consist only of the ground as a surface of textures, but as a composition of 
weaved materials and forces that encompass it – i.e., atmospheres created by the weather (Ingold 2011: 
130). 
As stated earlier, “Aligned Logs” (Fig. 8) consists of a row of logs, on a wooden plank, leaning 
against a concrete wall. The smooth surface of the ground looks polished and promotes a ‘hazy’ 
reflective quality. Given its dark blue or grey tint and dim reflection of the logs on its surface, it imitates 
a wet or watery element, much like that of a dam or mere. It is as if Eliasson has picked the logs up out 
of the ‘water’ and placed them vertically against the wall for inspection.  
Their short, uniform, and untreated textuality reminds me of the pieces of wood that my father 
and I used to build a ladder for our tree house in the woods on our plot. I can imagine climbing on them, 
if they were perhaps laid flat on the floor or if the horizontal format of the installation were installed 
vertically. To me, they signal movement, as the viewers may imaginatively climb up a ladder. The logs’ 
horizontal orientation could also bear relevance to the act of walking across the floor as a predominantly 
horizontal movement, and perhaps even direct the viewer to the next floor.  
 
 
Figure 8: Eliasson, O. 2001. The Mediated Motion (Driftwood with Shiitake Mushrooms). Installation. 




Figure 9: Eliasson, O. 2001. The Mediated Motion (The Pond Room). Installation. Kunsthaus Bregenz: 
Austria (Olafur Eliasson & a pond in a museum 2019: [sp])  
 
 
Figure 10: Eliasson, O. 2001. The Mediated Motion (sketch of floorplan). Installation. 
Kunsthaus Bregenz: Austria (Olafur Eliasson & a pond in a museum 2020: [sp])  
 
Similarly, “The Pond Room” (Fig. 9) promotes passage across the water through the inclusion 
of a wooden deck. I believe it acts as a continuation of the log installation and, again, directs viewers 
over the water, to the next floor. The viewers can, and are encouraged to, venture over the pond to view 
the ‘bed’ of duckweed floating on the water from multiple angles. They may also experience various 
smells emanating from the fungi, accentuated by the water. 
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These two floors promote characteristics of “smooth” spaces, as the viewers’ eyes may roam 
over the pond or wander in the hazy reflection of the logs, but ultimately function through “striation”. 
Not only are they measured and mapped out, as seen in Eliasson’s sketch (Fig. 10) (for instance), but 
the metaphorical ladder and the wooden deck also provide the viewers with an ‘allocated’ journey with 
a particular destination in mind – even if the destination is as vague as walking from one side of the 
room to the other or getting to the next floor. The viewers can be fairly certain of where to walk or 
where to look, where their attention might not be drawn as much to how they are moving through the 
spaces than at what they encounter. 
“The Soil Field” (Fig. 11), on the other hand, is an ‘empty’, barren landscape, filled from wall 
to wall and corner to corner with a light brown/orange soil, as I mentioned earlier. The space appears 
‘empty’ due to a ‘lack’ of objects or interventions, other than the soil on the ground, which is enhanced 
with bright lighting, potentially making it appear even more expansive than it already is.  
The viewers’ movement through this ‘emptiness’, I believe, contradicts the pond in the previous 
room as there is no fixed focal point or clear destination/path laid out for them. Although the sheer size 
of the space emulates the magnitude of the pond in the previous room, I believe it presents a more 
immersive space defined mostly by a still and quiet ambience rather than a site to investigate. It invites 
the viewers in and encourages them to wander on the slanted ground. They become immersed in the 
‘emptiness’ of the space by way of walking through it, cognitively experiencing the ‘dryness’ of the 
bright, light atmosphere and ‘feeling’ their bodies move over the slanted ground beneath their feet.  
 
 
Figure 11: Eliasson, O. 2001. The Soil Field (The Mediated Motion). Installation. Kunsthaus Bregenz: 




“The Mist Room” (Fig. 12), similarly, alludes to the atmospheric rather than the optical or 
measured. Although the hang-bridge, to me, corroborates to the walkway in “The Pond Room” (Fig. 9), 
the mist dispersed within the space seems so thick it is difficult to determine exactly where one might 
walk or where the bridge leads. It, furthermore, presents an unsteady surface – much like that of “The 
Soil Field” – to walk on, as it consists of an uneven surface of wooden planks tied together with rope, 
suspended in the air. The viewers may ‘feel’ their way across the bridge as it may sway under the weight 
of their feet with the damp clinging to their skins. 
 
 
Figure 12: Eliasson, O. 2001. The Mist Room (The Mediated Motion). Installation. Kunsthaus 
Bregenz: Austria (Olafur Eliasson & a pond in a museum) (edited by author) 
 
Ingold (2011: 132) claims that landscape has, in the past, functioned predominantly within the 
“striated” as we mapped out its regions and our whereabouts in it. The weather, however, is primarily 
a haptic phenomenon and, therefore, belongs to the “smooth” (Ingold 2011: 132). It is a fundamental 
component in the textures of landscape and forms a crucial part in how we perceive it and its ever 
changing and ever evolving scenery. Eliasson in The Mediated Motion, therefore, considers landscape 
from a different perspective than that of the optical and the physical. He offers a less defined, and 
perhaps less acknowledged, perspective of landscape (the weather), potentially shifting the viewers’ 
interpretation of the world around them and how they respond to it.  
The inclusion of the black squares on the ceilings and the gallery’s walls left in their grey 
mundane state, shift the viewers’ experience of the environments as atmospheric and weather-like 
occurrences to a constructed environment. Eliasson (The Jakes 2015: [sp]) states that his constructed 
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installations attempt to establish a relationship between the experience of the space and how we perceive 
it. It is therefore imperative that the viewers are aware that it is a human construction, so that they are 
able to evaluate how they are experiencing the space and their perception of their experience. 
I compare Novak’s (2012) concept  of ‘disillusionment’ with the theory of distanciation 
employed by cinematographers of the avantgarde movements in the 1920s. Plays by Bertolt Brecht are 
examples of distanciation where the illusion of the stage is disrupted by techniques employed to 
transform the audience’s experience from a subjective interpretation to a more objective one (Uhde 
1974: 28). These techniques included combining film media with other artistic expressions and 
revelations of the construction of the stage (Uhde 1974: 28).  
Brecht has been termed a “critical moralist and, to a certain degree, a political activist” (Uhde 
1974: 28). While plays often immerse the audience in an experience which they may believe to be an 
extension or part of the real world, Brecht set out to disrupt this and to draw the viewers’ attention to 
the fact that they are, in fact, watching a play, thereby dissociating them from the story (Uhde 1974: 
29). He would disrupt the storyline with interruptions where the actors may suddenly communicate with 
someone outside of the play or exaggerate social power relations between CEOs and cleaners (for 
instance), continuously ‘pulling’ the viewers out of the illusion of play. Through this he aimed to 
encourage an intellectual engagement with the play by viewers. Rather than following the plot line 
uncritically, they have to unpack the various components and piece the puzzle back together (Uhde 
1974: 29). 
Eliasson, similarly, distances the viewers from the experience of the atmospheres of the 
environments. As Brecht might ‘pull’ the viewer out of the play through calculated interventions such 
as drawings, interviews, or handwritten elements, Eliasson also ‘pulls’ viewers out of their immersed 
experience.  
I have, furthermore, included some of Eliasson’s sketches to support my statement that the 
installation is ultimately constructed through “striation”. The design of the pond installation, as seen in 
Figure 10, displays annotated sketches of the top view (on the left of the sketch) as well as a frontal 
view (on the right side) upon entering the room. The top view indicates where the water of the pond 
will begin, which is where the wall on the right from the staircase ends. The sketch on the right shows 
a plan of what the viewers will be confronted with upon entering the room.  
Figure 13, similarly, displays a sketch of “The Mist Room” with a staircase on the right-hand 
side of the page on which the viewers will climb to reach the hang-bridge which then spans across the 
floor to the left-hand side of the room/sketch. It shows annotations with arrows where we can see how 
Eliasson imagined what the space would look like and how the viewers might move through it.9  
 
 
9 On the right-hand side of the drawing, Eliasson has drawn an unrecognisable construction/object on the floor, 
which is not visible in the photograph that I analysed. I do not, however, find this object particularly significant 




Figure 13: Eliasson, O. 2001. The Mediated Motion (The Mist room). Installation. Kunsthaus Bregenz: 
Austria (Olafur Eliasson & a pond in a museum 2019: [sp]) 
 
Based on the lines and trajectories in Eliasson’s drawings, I can determine that he has mapped 
out the spaces of his installation as a cartographer would do when mapping out a terrain or a landscape. 
This draws reference to Deleuze and Guattari’s (1988: 556) “Maritime Model”, which defines “striated” 
space as a space of dimensions and metric determination. The grid-like design of the ceilings also 
indicates calculation and construction to the viewers and contradicts the “smooth” experience below (as 
mentioned earlier). 
The viewers are, furthermore, woven into the structures of the spaces as seen through the lens 
of Deleuze and Guattari’s (1988) “Technological model”. Their participation is incremental in the 
meaning of the installation as experiential and perceptive spaces. The viewers’ movement through the 
various floors gives meaning in how they experience the spaces and what ‘discoveries’ they may make 
in terms of their experiences and perceptions. 
 
Perception and evaluations of atmospheric spaces in The Mediated Motion  
The atmospheres infused in Eliasson’s installation are key to my analysis of the installation as a 
predominantly “smooth” experience. This section thus serves to provide an account of how we 
experience and perceive atmospheres and how these experiences and perceptions contribute to how we 
think of ourselves as participants engaged in an experiential space. Ingold (2011: 132) sheds some light 
on the “smooth” experience of atmospheres and how it can contribute to how we engage with our 




… an atmospheric space of movement and flux, stirred up by the wind and weather, and 
suffused with light, sound and feeling. The eye, in smooth space, does not look at things 
but roams among them, finding a way rather than aiming for a fixed target. It is an eye that 
is tuned not to the discrimination and identification of individual objects but to the 
registration of the subtle variations of light and shade, and the surface textures they reveal. 
[…] in smooth space the surface of the land – like those of the sea – open up to the sky 
and embrace it.  
Ingold’s (2011: 132) interpretation of “smooth” space includes atmospheric experiences, which 
are defined by intensities, forces, weather-inspired elements, and others. As stated earlier, Eliasson is 
greatly inspired by the weather and, through simulation, aspires to create similar occurrences in spaces 
in which one may not necessarily expect them – the inner walls of the Kunsthaus Bregenz being the 
case here.  
Novak’s (2012) analysis of installation and performance art includes notions of atmospheric 
and aesthetic perception. She explains how ‘aesthetic engagement’ and the environment in installation 
and performance art contribute to the overall experience of the artwork and how this in turn contributes 
to one’s perception of the Self (Novak 2012: 5). Juhani Pallasmaa (2014), alternatively, claims that we 
sensorially and emotively experience the constructed environments in Eliasson’s installations and 
instinctually and subconsciously grasp it in our minds. We are able to internalise our experiences of 
atmospheres and respond to them accordingly (Pallasmaa 2014: 20). 
For this section I refer to Novak (2012) and Pallasmaa’s (2014) interpretations of atmospheres, 
haptic experience, and perception in my analysis of “The Soil Field” (Fig. 11) and “The Mist Room” 
(Fig. 12). These floors, in my opinion, exhibit the most obvious examples of “smooth” spaces defined 
by atmospheres and haptic perception.  
I propose that, due to the ‘emptiness’ and ‘lack’ of physical discrete objects in both “The Soil 
Field” (Fig. 11) and “The Mist Room” (Fig. 12), Eliasson invokes an awareness of one’s overarching 
existential senses, rather than those confined to the Aristotelian five (Pallasmaa 2014: 19). To put this 
in perspective in terms of “smooth” and “striated” space, our overarching senses include those of 
gravity, orientation, balance, scale, etc., while the Aristotelian five include sight, hearing, touch, taste, 
and smell (Joe Humphrey 2017: [sp]). I believe that our overarching senses respond to the “smooth” as 
it can be considered less defined as physical objects which we can survey, touch, and physically identify.  
Eliasson, therefore, draws on the viewer’s innate and instinctual ability to perceive and grasp 
the aesthetic and atmospheric qualities of a bright, dry and ‘barren’ landscape followed by a dimly lit, 
‘gloomy’ and humid one. Viewers may experience these two floors through sight, smell, and hearing, 
but it is rather their sense of direction, stability, gravity, and pressure (humidity) that are activated as 
they make their way across the slanted terrains and weather-infused spaces.  
How the viewers traverse through the spaces and what emotions surface are therefore 
incremental in their engagements with the environments. My own associations that I make with these 
spaces stem predominantly from my childhood memories where I would walk or drive through the dry 
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landscapes of the Karoo10 or walk over the hang-bridge over the Tsitsikamma River in Stormsriver, 
Eastern Cape.11 I spent many vacations camping in Stormsriver as a child and I felt a sense of 
nervousness and excitement upon crossing the roaring waters of the river and the ocean beneath, with 
damp air clouding my vision and soaking my clothes and skin. The Karoo, on the other hand, comprises 
vast areas of flat, dry lands where I often felt an overwhelming, ‘oppressive’ heat. I also often felt a 
sense of humility upon realising just how small I really was in comparison to the sheer magnitude of its 
vast and flat terrains.   
I argue that it is the atmospheres of the spaces (or how I imagine them at least) that invoke an 
emotional response within me. By being aware of my emotion, I am able to trace where they came from 
and how I, cognitively, interpret these responses and what they may mean to me today. I believe the 
viewers might go through a similar, or more compelling (in this case), process of self-reflexivity through 
their immersion in the environments.  
Through both “smooth” and “striated” space, Eliasson prompts viewers to reflect on how they 
traverse through the spaces and what emotions surface when they engage with their atmospheres. As 
they may experience the shift of their weight, and how their bodies compensate for the shift in 
gravitation on the slanted soil or swaying hang-bridge, the how of their interaction with the space is 
much more important than the what. It involves a subconscious process of interpretation and perception 
as the spaces call upon an immediate, instinctual judgement within the viewers rather than a conscious 
observation of its qualities, as Juhani Pallasmaa (2014: 19) remarks. The viewers’ experiences of the 
spaces are, therefore, embodied, which activates complex fusions of perception, memory, and 
imagination (Pallasmaa 2014: 19).  
Novak (2012), similarly, analyses our perception of the experience of a place by referring to 
terms such as ‘aesthetic engagement’ and ‘atmospheric perception’. ‘Atmospheric perception’ and 
‘aesthetic engagement’ referred to here include the topographical qualities and our human sensibilities 
brought to a space (Novak 2012: 5). The environment of a place or installation exists as a fusion between 
the physical world around us and our active perception and engagement with that place. It constitutes 
both a physical, bodily engagement as well as our perceptual state of being and sense of Self (Novak 
2012: 5). 
One’s experience of installation art creates an awareness of both its atmospheres as well as the 
various components within the space, according to Novak (2012: 3). It may trigger (voluntarily or 
involuntarily) memories, feelings, and associations that one may have with other spaces or experiences 
like it (Novak 2012: 3). In my view, Eliasson’s installation invokes an atmospheric awareness within 
 
10 The Karoo is a semidesert environment that stretches over the vast empty spaces in the Free State, and the 
Western, Eastern, and Northern Cape and covers almost 40 percent of South Africa’s land surface (SA Country 
Life 2018: [sp]). 
11 Stormsriver is a small village set in the heart of the forests of the Tsitsikamma mountain range in the Eastern 
Cape of South Africa. There is a small camping lodge, on the banks of the sea, with a hang-bridge that stretches 
over the river between the majestic forests, mountains and cliffs. 
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viewers, who are made aware of their perceptual understanding of the work. As I, who only 
imaginatively engaged with The Mediated Motion, was able to imagine how my body might respond to 
the environments I was, similarly, able to draw connections to memories and feelings that I associated 
with such spaces.  
I can only imagine, then, that the viewers’ actual engagement with the installation must have 
been much more evocative in terms of embodiment, memories, and atmospheric perception. While they 
were immersed in the landscapes of forces, atmospheres, and textiles, they were simultaneously aware 
of their experiences and were therefore afforded the opportunity and encouraged to reflect on how they 































Part 3: Paul Emmanuel 
 
A Cultural Landscape 
Experience, to me, is essential in how we think of ourselves as thinking and feeling beings in the world. 
This includes how we experience our social and cultural environments, where our bodies define who 
we are or who we are ‘supposed’ to be. This is based on centuries of hierarchical structures and 
conditioned beliefs of how we fit into society. And, as discussed earlier, this is ultimately projected 
onto our surroundings and is greatly evident in landscape interpretations and depictions. Simon Schama 
(1995: 61) states: 
 
Landscapes are culture before they are nature; constructs of the imagination projected onto 
wood and water and rock […] But it should also be acknowledged that once a certain idea 
of landscape, a myth, a vision, establishes itself in an actual place, it has a peculiar way of 
muddling categories, of making metaphors more real than their referents; of becoming, in 
fact, part of the scenery.  
 
Landscape is, therefore, often (if not always) viewed through a lens of the viewers’ cultural 
frameworks. Our individual and cultural imaginations, desires, myths, and visions are transposed onto 
its surface, rendering both our inner visions of it as well as its scenery (Schama 1995: 61). The third, 
and last, part of this chapter provides a framework of landscape as cultured and gendered. It explains 
how nationalistic and patriarchal narratives, inherent in South Africa, are prevalent in our everyday 
lives. I analyse how Paul Emmanuel contests these notions through discursive boundaries and 
unconventional portrayals of Self and landscape.  
According to Schama (1994: 6) a promise of national immortality occurs once a culture feels 
rooted in its imagined belief systems and shared geographical territory. ‘Immortality’, here, refers to 
immortal in the literal rather than figurative sense. A colonising culture wants to provide a narrative – 
one of ownership and the right to shape the landscape – that presumes that it has always been there and 
will always be there. Nationalism, specifically in the west (in this case), manifested its ideals within the 
landscape in light of a desire for immortality, to root itself and its identity in the land and in social 
history.  
Foster (2008: 23) elaborates on this by stating that the South African landscape is a space of 
cultural imaginations and integrations. He states that individual and cultural identities emerge from, and 
are formed by, the land’s horizontal surface, which shapes individual and geographical identities (Foster 
2008: 23). It is the emergence of colonial landscapes through western ideologies and nationalistic ideals 
that governed South African spaces and, eventually, gave birth to a nationalist, patriarchal apartheid 
era, of which the aftereffects are still prevalent in our socio-political issues today. Although the socio-
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political apparatus of apartheid is not Emmanuel’s main subject matter, the after-effects of the violence 
and oppression inflicted, evident till today, certainly are.  
White European writers and artists, for instance, transposed familiar western landscape motifs 
onto its surface in a quest to ‘belong’ in an unchartered, unfamiliar territory (Goodrich 2014: 59). Two 
facets evolved from this in South Africa: firstly, a translation of its spaces into domesticated, European 
versions of landscape, and secondly, the assumption of a ‘natural’ right to its ownership (Goodrich 
2014: 59).  
Landscape, as seen in my analysis of Eliasson’s installation, promotes personal and private 
associations, but it is our shared realities and our socially constructed interpretations of it that I find 
important in my analysis of South African artist Paul Emmanuel’s artworks. I consider Emmanuel’s 
artist’s book Cathexis (2003) and outdoor installation The Lost Men (Grahamstown) (2004) as 
interventions into the socially constructed and inherited interpretations of the South African land. With 
these artworks he explores possible modes of reflecting on his place-bound identity within a post-
colonial and post-apartheid South African setting. 
Born in Zambia in 1969, Emmanuel is a contemporary queer, white, male South African artist 
(as mentioned in the introduction) who deals with issues concerning gender and racial identities within 
patriarchal South African spaces. He utilises his own body within, and as part of, the landscape as a 
metaphorical expression and re-articulation of his so-called “assigned” identity, according to Irene 
Bronner (2012: 42).  
Emmanuel’s works include detailed drawings, incised prints, experimental films, and outdoor 
installations. Through his small, detailed, and intimate drawings and prints, displayed in Cathexis 
(2003), he destabilises conventional modes of viewing (Bronner 2012: 43). His interests lie in Jungian 
theories, such as the “shadow Self” that he expresses through ethereal landscapes and bodies that appear 
to spring from his subconscious, which Bronner (2012: 43) refers to as “dream images”. It is his manière 
noire technique, scratching down from dark to light, that accentuates the ethereal qualities and 
ambiguity achieved in the artist’s book (Bronner 2012: 43). 
In her analysis of Emmanuel’s The Lost Men (Grahamstown) (2004), Allara (2012) investigates 
how he utilises his own body as a surface of remembrance for men lost at war. He challenges stereotypes 
concerning masculinity by creating ‘counter-monuments’ and “tossing accepted ideals of masculine 
bravery to the wind” (Allara 2012: 37). Sassen’s (2007) interpretation of Emmanuel’s blind embossing 
techniques may be related to Allara’s (2007) interpretations of his work as ‘counter-monumental’. She 
examines the contradictions and histories, particularly that of patriarchy, prevalent in the South African 
landscape and how Emmanuel subverts these through his use of fragile materials (chiffon) and temporal 
motifs (blind embossing).                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                     
I, furthermore, argue that he also explores modes of journeying and movement as the viewers 
undertake a journey through both Emmanuel’s artist’s book and his outdoor installation. The viewer 
pages through Cathexis (2003) and follows the narrative and journey set out by the artist. The Lost Men 
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(Grahamstown) (2004) functions in a manner similar to Eliasson’s immersive installation. It requires 
the viewers to be immersed in the landscape when viewing his installation, thereby having an embodied 
experience of the space and its character, layered with personal and cultural histories.  
 
Cathexis 
Emmanuel finds much of his inspiration in memories and images that occur to him during his sleep. He 
keeps a dream journal to record the memory of the dream and translate it into the “dream images” 
evident in his early prints (Bronner 2012: 44). These “dream images” depict body parts of adults, infants 
and embryos moving ethereally in and out of the picture plane which allude to subconscious processes 
of image making and self-identification. He refers to the South African landscape in many of his works 
where he often draws the flat, open, and ‘barren’ spaces of the Karoo coupled with bodies, body parts, 
or motifs that signify the presence, or absence, of a body. These iterations of landscape subvert colonial 
depictions and ‘assigned’ characteristics of his male identity through the manipulation of discursive 
boundaries between bodies and landscapes. The inclusion of ambiguity and vulnerability – 
characteristics that one would not necessarily associate with traditional colonial landscape 
representations – support his works as anti-colonial and deliberate interventions in preconceived 
landscape ideals.  
Cathexis (2003) is a sturdy, almost ‘grounded’ object (in contrast to Eliasson’s atmospheric 
installation) that presents delicate materials and temporal motifs. It contains a combination of prints and 
drawings completed over a period of nine years, overlaid with the texts of twelve of Emmanuel’s friends 
and colleagues as responses to the work (Bronner 2012: 48).  
The title, Cathexis, is a psychoanalytical term that refers to “the process of investment of mental 
or emotional energy in a person, object or idea” (Cathexis 2019: [sp]). For Emmanuel, the meaning in 
the title lies in the energy invested in the making of the book (Cathexis 2019: [sp]). This investment has 
an important quality of movement and engagement to it. The psychoanalytic concept of transference 
describes the relationships between people and the small, mundane objects (or indeed, other people) 
that they intricately observe, as one would when viewing the small, intricate drawings and prints in his 
artist’s book (Bronner 2012: 48). 
The ‘journey’ that the viewer undertakes when paging through Cathexis (2003), I believe, can 
furthermore be associated with Emmanuel’s journey within his own mind, as he interrogates his 
identity. I also associate this with journeying and triangulation as Emmanuel draws the viewer ‘into’ 
the book through the manipulation of light and dark tonal values in the first and last few pages of the 
book which I unpack below.  
The front cover of Cathexis (Fig. 14) consists of a copperplate engraving, into which 
Emmanuel’s Sleep Series II Amnos (1993) is embedded. It demonstrates a visual clue about what the 
viewer can expect to see on the inside of the artist’s book. It also, in my view, speaks of ‘inner’ mental 
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spaces informed by ‘outer’ bodily experiences. The exterior of the book, in this case, is informed by its 
contents and bears connotations of relationships between the interiors and exteriors of the mind.  
 
 
Figure 14: Emmanuel, P. 2003. Cathexis – Sleep Series II Amnos (Copper plate). 9 cm X 6.8cm. 
(Photograph by author) 
 
This is further supported by the symmetry created within the book, as the first (Figures 15 & 
16) and last few pages (Figs. 17 & 18) replicate and mirror each other. The mezzotint prints12 consist 
of a sequence of small, detailed marks made across a large page. The surface is ambiguous because it 
portrays a surface that could be interpreted as the ripples of water, patterns found in sand dunes, or even 
neurological patterns of the synapses of the brain. Although the prints do not portray recognisable 
shapes, the viewer can still grasp their character and how one might move into the contents of the book 
through the use of dark to light and then, again, light to dark tonalities. 
 
 
12 A mezzotint print consists of a process where one indents the metal plate with a toothed metal tool, smears the ink into the 
indentions, and creates a print where the indents create the darker tones and the ‘unhindered’ surface of the plate remains 
white/light (depending on how the artist smears the ink off of the plate). An etching, on the other hand, consists of a process 
where the artist scratches out the image from a layer of acid-resistant wax smeared on the surface of the plate, and 
submerges the plate in acid that then bites away at the exposed metal in the wax/ground. The ink then fills the scratches 




Figure 15: Emmanuel, P. 2003. Cathexis. Artist’s book. (Theartistsbook.org.za, 2020: [sp]) 
 
 
















Figure 19: Emmanuel, P. 2003. Cathexis – The Lost Men 1. Copper plate 
mezzotint etching on 300 gsm Somerset rag paper. 16cm in diameter (Bronner 
2012: 56)  
 
I interpret these prints as depictions of bodily elements and argue that one enters the ‘skin’ or 
the psyche of the book and, in effect, the artist’s or the viewer’s own mind. The book could, however, 
function as spatial or landscape motifs leading one into the interior landscape and back to its exterior. 
These ‘outer’ prints enclose the rest of the contents of the book as if they constitute the skin that contains 
its interiors, through which the viewer enters and exits its contents. The book begins to act like the body 
or identity of an individual – layered with memories and embodied experiences of the world – and 
reveals interpretations of the Self (that lie below the threshold of consciousness) the ‘deeper’ one 
ventures into its covers.  
Other motifs expressed further allude to movement. The Lost Men I (2003: Fig. 19) is a small, 
round copperplate mezzotint etching that represents a landscape with a long straight road that lies in the 
middle of the print and disappears into the distant horizon. The spaces around the road display a desolate 
landscape with faint mountains or hills visible in the background. In the sky you can see the subtle 
incorporation of a part of a figure’s neck – its clavicles and throat. The ‘inner’ structures in his neck are 
accentuated through stark highlights where the bones protrude and the skin pulls on, or pushes against, 
the skin. I associate the neck with a male, as I see an Adam’s apple (a masculine feature) in the middle, 
with strong tonal contrasts depicted in the bones and tendons around it. I also confirmed in an interview 







The landscape is drawn in such a manner that the grass begins to ‘ripple’, like that of the surface 
of water, or as if the landscape were breathing like a body and its lungs. The neck could, furthermore, 
be interpreted as clouds in the sky making the figure both visible and invisible, present and absent. The 
ambiguity of the image is found in the texture created on the surface of the skin and in the grass 
landscape. The soft edges created in his neck and ‘rippling’ texture in the fields obscure the boundaries 
between land and water, body, and landscape. His delicate and detailed drawing technique renders the 
image ambiguous with regard to the relationships between the different elements depicted. It renders 
the body and the landscape as part of each other. This, in my opinion, subverts conventional colonial 
landscape depictions and presents itself as a dream-like image with ambiguous relationships between 
bodies and their environments. Here, Emmanuel becomes a part of the landscape rather than a detached 
onlooker.  
Further evidence of Emmanuel’s devotion to labour-intensive artistic processes is found in the 
detail of the print. His obsessive drawing and scratching away at the delicate surface of the copper plate 
is, according to Emmanuel, instrumental in the meditation of his identity (Emmanuel 2019). He conjures 
the landscape and his body by means of subtle scratching down from dark to light and renders the image 
ambiguous by using a scalpel to achieve great detail and subtle tones on a small scale (Bronner 2012: 
43). A moment of intimacy is displayed in Emmanuel’s close-up depiction of his exposed neck and 
exaggerated bones and tendons. This could be evidence of Emmanuel’s inward gaze as he inserts 
himself into the landscape and the landscape into his body.  
The road as a metaphor, is metaphorically synonymous with a kind of journey, much like that 
found in Eliasson’s installation, and leads the viewer’s eyes to where his chest would be. This is, in my 
view, symbolic of looking inward, turning in on yourself and your own subconscious, as a process of 
self-identification and self-reflection. He interrogates the seemingly solidity of his body and identity, 
by rendering it as part of the landscape and unsettling its discursive boundaries.  
Julia Charlton (2004: [sp]) states that drawing up from dark to light can be associated with the 
psychoanalytic process of memory retrieval. By finding an image and establishing form through the 
scratching away of darkness, a metaphorical “searching vulnerability” (Charlton 2004: [sp]) is implied 
and bears links to Judith Butler’s interpretation of identity as “a process of materialization” (cited in 
Charlton 2004: [sp]). The ambivalent nature of Emmanuel’s body within, and as part of, the 
environment subverts the ‘conventional’ depiction of colonial landscapes – where the coloniser is 
usually depicted in some kind of instrumental role in the foreground, such as surveying, gazing at, or 
mapping the terrain in front, or beneath, him – and contests the artist’s western heritage and masculine 
identity. The landscape here becomes a site of contemplation, presenting itself as both body and 
landscape, internal and external.  
Twelve Phases of Orange (2002: Fig. 20) is a manière noire stone lithograph that explores 
similar conceptions of identity and landscape. It represents a series of prints of an orange in different 
stages of being eaten, conveying a sense of the life of the fruit and the seemingly timeless nature of the 
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landscape. The twelve different prints of the orange and the twelve landscape images that accompany 
them (Fig. 20), evident in the original series were, however, reduced to six in the artist’s book (Fig. 21), 
but still prove informative and meaningful in my discussion. The series consists of six small prints of 




Figure 20: Emmanuel, P. 2002. Twelve Phases of Orange. Manière noire stone lithograph, 
watercolour pigments on 280 gsm Fabriano Rosaspina paper, Edition of 35. (Bronner 2012: 50) 
 
 
Figure 21: Emmanuel, P. 2002. Cathexis – Twelve Phases of Orange. Manière noire stone lithograph, 
watercolour pigments on 280 gsm Fabriano Rosaspina paper, Edition of 35. (Bronner 2012: 50) 
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A ‘whole’ orange is depicted in the top left-hand corner, while in the images that follow (read 
from left to right, top to bottom) the skin is peeled off more and more and the orange is progressively 
diminished until only a small piece of skin is left. As seen in the image in the bottom right-hand corner, 
the orange is completely eaten, with only a small piece of the skin left behind. The oranges are each 
underscored with stone lithographs of landscape images that resemble the vast empty spaces of the 
Karoo. The different stages of the orange metaphorically refer to the different phases of one’s life and 
the journeys that one undergoes in this process (Emmanuel 2019).   
During an interview, Emmanuel confirmed that the images were produced from a set of 
photographs that he took on his first journey through the Karoo, from Johannesburg to Cape Town, at 
a time when he was in his first homosexual relationship (Emmanuel 2019). This bears strong links, not 
only to the associations drawn between the journey of the ‘life’13 of the orange and his own journey 
through the South African landscape, but also to the journey of his life as a queer man within a South 
African context. The peeling and consuming of the orange, therefore, serve as a metaphorical 
interrogation and expression of himself and his queer identity. One can even go so far as to say that the 
peeling away of the skin of the fruit can be associated with the ‘peeling’ away, or the undressing of 
clothes of his lover, or the peeling away of layers of his own identity – as you learn as much about the 
Self/yourself as you do about the other/your partner during an intense significant relationship. His 
journey, associated with his first homosexual relationship, bears strong associations with his sexuality 
and how he, presumably, emotively responded to the South African landscape during that time.  
The ‘timeless’ nature of the landscape and feelings of vulnerability as the individual recognises 
his fragile existence within the world spur Emmanuel’s interpretation and perceived relationship with 
it. The flesh of the fruit, he states, bears strong links with the flesh of a body, and therefore refers to the 
coming and going of a body in a landscape that seems unchanged over time. The oranges depicted are 
presented not only as still life art works but also as bodies and landscapes. Their horizontal format – 
‘reading’ them from left to right – and the introduction of the small landscapes beneath them transform 
their metaphorical meaning into a flesh-like organism recorded in the process of dissection and 
decomposition.  
Emmanuel notes how the colour of the orange progressively grows redder throughout the 
different phases of the prints, which, for him, begins to look like blood (Emmanuel 2019). He confirms 
that the oranges can be interpreted as a dissection of yourself during the investigation of identity while 
the landscape is incremental in this process (Emmanuel 2019). I suggest that the ‘presence’ of the 
landscape together with the consumption of the orange implies a metaphorical ‘consuming’ of the 
landscape through ways of seeing, observing, and interpreting. They carry strong connotations of a 
 
13 The ‘life’ of the fruit referred to here is insinuated by Emmanuel as he draws it in the different stages of being consumed. 
I believe this is also significant when thinking about the ‘life’ of the landscape, or even our own lives. The colonial gaze saw 
the land as an entity ready for consumption through its ownership and ostensible right to transformation that met their own 
needs and desires. 
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colonial way of consuming the land by depicting it as empty and ready for consumption, as seen in 
Pierneef’s South African landscape, but still function as contestations of such traditions.  
As in The Lost Men 1 (Fig. 19), Emmanuel subverts the idea of the ‘ideal’, Western landscape 
by depicting it as ‘empty’ and barren rather than idealised and idyllic. By ‘empty’ here, I mean that the 
landscape is rendered ‘flat’ with little to no trees and monotonous grass scenery, much like the scenery 
seen in the semi-desert of the Karoo. He juxtaposes long stretches of open and seemingly ‘dull’ 
landscape scenery with the ‘mortal’ and ever-changing life of the fruit. The rectangular shapes of the 
prints are elongated and exaggerate the ‘flatness’ and vastness of its spaces, while the winding rivers, 
roads and sand ripples disappear into the distant horizon.  
Emmanuel chose the word ‘phases’, instead of ‘stages’ or ‘levels’ in his title as it refers to the 
different phases of the moon, which he associates with emotion and femininity (Emmanuel 2019). With 
this, he consciously draws on the emotive qualities of landscapes in his depiction and presents them as 
more than just sites to look at and own, but rather as emotionally evocative and changing spaces wherein 
we interpret the life of the fruit in relation to our own lives.  
As he refers to the peeling and tearing away of the skin of the fruit as analogous to the peeling 
away of layers of identity when interrogating the self, Emmanuel does not attempt to provide the viewer 
with a ‘realistic’ representation of landscape. He rather refers to it as a site of interrogation and 
contestation in the understanding of the Self in the world and history. Even though the landscape may 
look the same in our vision, we know that, like the fruit, it is ever-changing and, like identity, it is in a 
constant state of maturation and growth.  
 
The Lost Men (Grahamstown)  
In contrast to Cathexis (2003), The Lost Men (2004, 2007, 2014, 2015) is a temporary, site-
specific outdoor installation series exhibited in different sites across the world.14 The Lost Men 
(Grahamstown) (2004), was installed in Grahamstown in 2004 and, although I have not seen the work 
in person, I find this art installation the most appropriate for my analysis as it is the first of the series 
and is pertinent to South Africa and its colonial history.  
The Lost Men (Grahamstown) (Fig. 22) was a once-off temporary outdoor installation which 
was hung near the 1820 Settler’s Monument15 in Grahamstown (erected in 1974) in July 2004, which 
marked South Africa’s tenth anniversary of democracy (Paul Emmanuel: The Lost Men Grahamstown 
2004). It displays photographic images of Emmanuel’s exposed body printed on silk organza – a 
delicate, almost transparent, fabric – hung on lines of wire in an open landscape. The landscape exhibits 
fields of yellow-brown grasslands and a line of trees in the background. The large sheets of silk (as seen 
 
14 Information on the different sites and installations can be found on Emmanuel’s artist’s website (Paul 
Emmanuel Artist 2020: [sp])  
15 The site of the settler’s monuments includes Fort Selwyn, on Gunfire Hill, which overlooked Grahamstown. It 
was completed 1836 and served to accommodate and provide refuge for growing settler garrisons during the 
sixth Frontier War (Fort Selwyn 2020: [sp]).  
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in Fig. 22) have a slightly pink, yellow, and brown quality and, in my opinion, have similar visual 
qualities to that of the environment around them. It also looks like the material was hung outside as one 
would when hanging one’s washing in the sun to dry. It is Emmanuel’s use of material, his processes 
of blind embossing and the specific site that bears significance in my interpretation of the work as anti-
colonial and a contestation of preconceived landscape ideals.  
 
 
Figure 22: Emmanuel, P. 2004. The Lost Men (Grahamstown). Photographic prints on organza silk, 
Outdoor installation. Grahamstown (Allara 2012: 38) 
 
Emmanuel utilises his own body as a site of pain and remembrance in many of his artworks. 
He addresses issues concerning his masculinity in a predominantly hegemonic and patriarchal culture 
(Allara 2012: 34). He commemorates lives lost in war – specifically the Frontier Wars of the nineteenth 
century in this case – by embossing the names of the men of different races with hot lead into his skin 
(see Fig. 23) (Allara 2012: 37).   
Figure 23 displays one of the photographs of this installation (before it was printed on the silk). 
It consists of a photograph of Emmanuel’s exposed upper torso. The focus is specifically placed on his 
upper left arm, which is crossed over his chest, caressing the crevice of his neck lightly. On the skin of 
his shoulder the embossed names ‘John Ndhlambi’, ‘Sirili’, ‘Makomo’ and ‘Faku’ are visible and 
present a visual remembrance of some of the men lost at war (men whose lives at the time of their deaths 
might not have been given the appropriate memorialisation). Emmanuel’s arm seems to be holding his 
chest almost as if he is trying to protect himself. It is as if he is taking a defensive stance or attempting 





Figure 23: Emmanuel, P. 2004. The Lost Men (Grahamstown) (Extract). Photographic print on silk 
organza, Outdoor installation. Grahamstown (Sassen 2007: 61) 
 
Emmanuel discusses the process which he underwent to emboss the names of the men into his 
skin (Emmanuel 2020). He would first make Plaster of Paris moulds of his body in different poses. He 
then overlaid the indents in the moulds with letters manufactured in lead and spell out the different 
names of the men lost at war (2020; Fig. 24),16 the Frontier and civil wars of the nineteenth century in 
this case. He admits that it was a difficult task to find the names of men of colour, as many of their 
deaths were not recorded. He devoted time and resources to find some of these names, such as visiting 
the town’s historical archives and connecting with different people who might have had records of past 
family members involved in these events (Emmanuel 2020).  
Figures 24 to 26 present images, found on Emmanuel’s Facebook page, of the moulding 
process. Emmanuel would lie in a bed of Plaster of Paris (Fig. 24) and wait for it to solidify with his 
body moulded in its inverse. He would then glue letters, made of lead, into the mould (Fig. 25), heat 
them up and lay into the mould again, often applying extra pressure on his body using sandbags for 
their extra weight so that the letters press against his skin (Fig. 26). The hot lead burn the letters into 
his skin, leaving an indent where the letters were, which often left his skin red and sore. He would then 
photograph different body parts where the names were imprinted. He had to do this straight after lying 
in his moulds, as the letters disappeared as his skin cooled down and returned to its normal state. This 
part of the process becomes significant, in my interpretation, as it pays tribute to the pain and suffering 
that the men and their families underwent in the time of war as well as the inevitable disappearance of 
their names and their identities. 
 
16 I took photographs of some of the moulds displayed at Emmanuel’s art show at the Wits Art Museum Men 





Figure 24: Emmanuel, P. 2020. The Lost Men. Emmanuel in Plaster of Paris, moulding his body. 
Extract from Emmanuel’s Facebook page (Paul Emmanuel Artist 2020: [sp]) 
 
 
Figure 25: Emmanuel, P. 2020. The Lost Men. Emmanuel gluing lead letters into mould. Extract from 





Figure 26: Emmanuel, P. 2020. The Lost Men. Emmanuel laying in Plaster of Paris mould with heat 
up letters. Extract from Emmanuel’s Facebook page (Paul Emmanuel Artist 2020: [sp]) 
 
This ‘disappearance’ speaks of Emmanuel’s works as visual depictions of the fragile presence 
and memories of the men (Allara’s 2012: 37). Allara (2012: 37) states how his skin as well as the 
absence of clothing (his naked body) implies the absence of the men and their identities. This loss of 
memory and identity correlates with the title The Lost Men, pointing to the men lost at war as well as 
the loss of the memory of them (Allara 2012: 37).  
The pain inflicted on his body signals the various modes of violence and oppression prevalent 
in the landscape (Allara 2012: 35). Emmanuel is principally concerned with masculinity within a 
militaristic patriarchal society and, although Allara (2012: 35) refers to the various modes of violence 
and oppression that formed part of the apartheid era when analysing Emmanuel’s artworks, it is rather 
his mode of inscription prevalent in violence and oppression that I find relevant here.  
Emmanuel interrogates the morals and sacrificial characteristics in war and how masculinity is 
expected to function in such a society. The delicate fabrics as well as his blind embossing technique 
contest the ‘solidified’ (conventionalised, apparently non-negotiable) and stereotyped ideals of 
masculinity in a historically patriarchal South African society. They act as counter-monumental 
structures which are both fragile and temporal and signify the vulnerable nature of an individual’s 
gendered and racial identities (Allara 2012: 34). Allara (2012: 34) states how one’s identity is in a 
constant state of flux in a continuously unfolding world, particularly in a society traumatised by an 
oppressive past. Emmanuel’s anti-monuments, therefore, contest stereotypical expectations of 
masculinity and the fixity of identity, especially that of colonial landscapes. 
The chosen site symbolises, and honours, the arrival of the British in the Eastern Cape in 1820. 
It is a site of political and social tension and contestation in contemporary, post-apartheid South African 
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narratives – a place where ‘solidified’ ideals of colonialism and western hierarchy are being interrogated 
by the artist and (potentially) dissolved in the quest for a new identity.  
Emmanuel, in this context, therefore, meditates on his inherited, white, masculine identity 
(amongst other factors) by inflicting pain onto his skin as well as displaying his exposed body in a large, 
open landscape. His work draws connotations between the body and the land as he uses his skin as a 
reference for the boundary between Self and non-Self, human and non-human (Allara 2012: 37). The 
transparency of the silk as well as the tonal similarities of his skin and the grass fields around the 
installation assists in this amalgamation of body and landscape, as he did in Cathexis. His skin becomes 
a site of pain just as the landscape was a surface upon, and through, which pain and violence were 
inflicted. It acts as a canvas or container for historical narratives just as much as the landscape holds 
strata of memories in its layers of soil and rock. 
The silk fabrics hung on the lines of wire, furthermore, remind me of washing hung on a line. 
This adds another element of vulnerability as Emmanuel not only displays his exposed body in a 
seemingly vulnerable pose but metaphorically exhibits the personal and societal issues that he, and 
South African people, are dealing with. I interpret this as an act of hanging one’s ‘dirty’ laundry out for 
the world to see. And although his focus is mostly on the visceral qualities of the material, I propose 
that other sensorial elements are evoked within the viewer as they perceive the landscape; they can 
almost hear the ‘whispers’ of the names of lost men blowing in the wind and can mentally construct a 
‘feeling’ of the delicate fabric on their skin. Alternatively, the silk banners flapping in the wind could 
also allude to the violence written on the land. The silk disintegrated over time, as seen in Figure 30 
(photograph of the remains of the silk at the exhibition in Thiepval, France) through the harsh sun 
beating down on them and the wind that ripped through the material. 
The installation as a whole evokes a feeling of vulnerability and temporality, both through its 
material qualities and its ‘life span’ as an installation. Viewers are made aware of the vulnerability of 
their own sense of being and their sense of identity in a world where human beings continually shift 
from one state of being to another. They move and shift through the different phases in their lives, as 
our identities and our perceived understanding of who we are, are constantly questioned, interrogated, 
and re-negotiated. 
Emmanuel’s installation invites the viewer to enter the landscape and experience the aesthetics 
of its rendered spaces. I, as viewer, would want to walk in between the lines of fabrics, observe each 
image individually and run my hands along the soft delicate material as it wafts in the wind. I therefore 
propose that, like Eliasson’s installation, the space responds to Anja Novak’s (2012) writings 
concerning environments and their aesthetic and atmospheric qualities. She writes about one’s 
perception of oneself and of an environment based on the ‘placement’ and one’s aesthetic engagement 
with those spaces. An environment, however, does not only consist of the physical qualities of spaces 
and places. It also designates an amalgamation of one’s knowledge of the historical narratives prevalent 
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in the topographical setting as well as one’s lived experience of that place, which manifests itself in the 
mind (Novak 2012: 5).  
In The Lost Men (Grahamstown) (2004), Emmanuel encourages viewers to think about their 
experience of the space, and the images and materiality that they are confronted with. The information 
provided in the images on the silk organza and on the skin of the artist prompts an awareness in the 
viewer of the ‘place’ of the installation and how they situate themselves in the social, cultural, and 
political folds of its spaces and, furthermore, within their minds. It is here, as well as in his artist’s book, 
where his emotive and cognitive approach to landscape as a cultural space become significant.  
 
Conclusion 
In this chapter I have demonstrated how both Eliasson’s and Emmanuel’s works exhibit modes of 
voyaging through movement and experiential engagement. The viewers move through Eliasson’s 
immersive installation and are confronted with a variety of experiences and atmospheres. His focus, 
mainly on the weather and weather-like events, exhibits new and unconventional modes in which to 
engage with landscape. The revelation of the construction of his environments incrementally reveals 
the meaning of the artworks as the viewers are made aware of what they are experiencing rather than 
accepting the spaces unconditionally. This can also be translated as an interrogation of ourselves and of 
our lives in ‘real’ landscapes and our perception of them. 
While the viewers’ experiences of the installation are predominantly “smooth” experiences, 
they are ultimately constructed through ‘striation’ and, therefore, demand an interrogation of its spaces. 
Through movement the viewers ‘map out’ the installation and their embodied and emotive responses to 
the spaces. They become a part of the installations and weave themselves into its textiles while being 
mindful of their interaction.  
It is at the moment of disillusionment, as discussed by Novak (2014), that another layer is added 
to the viewers’ experience as they trace their thoughts and feelings and witness how, and possibly why, 
they respond to the spaces as possible modes of self-reflection. This act of perception invokes a sense 
of being and reveals glimpses of the Self. And, as Maurice Merleau-Ponty states, a sense of Self is 
invoked through perception provided that “we understand thereby ‘I belong to myself’ while belonging 
to the world” (cited in Malpas 2018: 81). 
Emmanuel, on the other hand, contests patriarchal and colonial landscape traditions and 
stereotypes pertinent to masculinity in a South African context. Through subconscious renditions of 
bodies and landscapes, he meditates on his constructed identity. He uses delicate materials and intimate 
and detailed drawing techniques to depict moments of ambiguity and vulnerability. While colonial 
landscape representations, historically, depicted landscape as an idealised site ready for the taking, he 
presents himself in vulnerable positions within and as part of its scenery.  
My analysis of Eliasson and Emmanuel’s representations of landscape demonstrates how these 
contemporary artists contest western landscape traditions through an experiential and emotive lens. 
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While Emmanuel  interrogates the discursive boundaries between bodies and landscapes, identity and 
fixity, Eliasson interrogates the relationships that exists between the experiential and perceptive. How 
we perceive both ourselves as experiential and emotive beings can be compared with our perceptions 
of ourselves as gendered and cultured bodies.  
It is only through a self-reflexive and inward gaze that we are able to interrogate and distinguish 
ourselves from our environments. And only then are we able to alter our perspective of the world and 
how we engage with our social and cultural environments.  
Eliasson has promoted modes of Self-discovery as viewers think about their experience and 
return to the here and now, the only place, he believes, from which philosophical thought can begin. 
Emmanuel’s artworks, similarly, promote an awareness of our shared realities and our socially and 
culturally constructed interpretations of landscapes. I propose that it is our lived experience of place, 
our experiences of its character and atmosphere, as well as our experience of our inherited cultural 
identities, that formulate our identities and sense of Self. As we think about ourselves as being alive 






















Reimagining my Personal and Cultural Identities through landscapes 
 
Introduction 
My experience and perception of landscape stems predominantly from my upbringing in a small 
farming town in the Western Cape where Afrikaans was our main form of communication and Afrikaner 
norms, ideals, and traditions underpinned our livelihoods and daily activities. I grew up on a small plot 
of land which was surrounded by cattle and dairy farms, sheep farms, blueberry and strawberry farms, 
and pine tree plantations, to name but a few of its features. My daily activities included going to a small 
Afrikaans school where we would practise Christian traditions – as it was assumed that everyone 
identified as Christian – and attend sporting activities such as rugby, netball, hockey and athletics 
(which were often, in my experience, the sports upon which Afrikaans-speaking schools placed the 
most emphasis). When these scheduled daily activities came to an end, I was free to explore the forests 
that surrounded our house and build forts and swings in their dense pockets and endless creases. 
Wandering upon the grassy plains on our neighbouring farms was, however, my favourite activity, as 
the sun would warm the usually chilly wind and the bright golden and yellow grass would softly billow 
around me, leaving me in awe of its magnitude and bright steppes. 
In this chapter, I interrogate my sense of belonging both in my Afrikaans-speaking culture as 
well as in contemporary South Africa. I do this by way of looking inward, i.e. examining how my 
experiences of personal, communal, and familial traditions nestled in my psyche. I further consider how 
my embodied interaction with the land evokes and manifests emotive responses and patterns within me 
that resonate with feelings experienced when growing up. While I felt a sense of belonging, it was 
almost always riddled with ambiguities and anxieties in terms of its problematic history and inherent 
social norms and expectations. It felt as if there was little room for individualism and that much of my 
life was affected by histories of Afrikaner nationalism as well as patriarchy.  
The practical component of my research, along with my theoretical underpinnings, set out to 
challenge Afrikaner conventions and ideals, such as their colonial underpinnings in relation to the land 
and gendered hierarchies in its representation. I do this through an embodied approach and an emotive, 
experiential, and self-reflexive lens as I investigate these specific personal and cultural experiences. My 
installation of a metaphorical ‘psychic landscape’ consists of two conceptual parts – my personal and 
embodied interaction with the physical land, and the cultural and political aspects that dominate my 
social life and how I think of myself as ‘I’ in relation to others. I have thus constructed an installation 
which exhibits two fundamentally different environments, through which I aim to negotiate seemingly 
disparate feelings of tranquillity and contentment, as well as anxiety and alienation.  
This chapter is divided into four parts. I begin by offering a very brief contextualisation of the 
journey of the Afrikaners, where, when, and how they formed as a community and culture and how they 
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made their way into the interior of South Africa. I look at how they established themselves as a volk 
(Afrikaans word for ‘nation’) and, quite literally, inscribed their cultural narrative into the land.17  
I refer to Jennifer Beningfield (2006), who interrogates the journey of Afrikaners into the 
interior. She explains how events like the Great Trek, coupled with their religion and imagined cultural 
identity, contributed to their ostensible right to ownership of the land through the literal inscription of 
their history and identity into its surface. Martina Kotzé and Laura Griessel (2012), on the other hand, 
delve into the psychological formation of an Afrikaner cultural identity and the inherent feminine and 
masculine roles involved in the development of the concept of Self. 
The second part of this chapter interrogates the atmospheres prevalent in my memories of my 
childhood landscapes and how, by translating them into my installation, it can encourage an awareness 
in the viewers of themselves and of the spaces that they are engulfed in. Deleuze and Guattari’s (1988) 
conception of traversing through “smooth” and “striated” spaces helps me investigate both the journey 
of the Afrikaners in and through unchartered territory and my own ventures on and in unchartered and 
often intimidating terrains on our plot. I propose that I would navigate my way through its creases and 
folds just as I would through the manifold and intricate plains of my cultural setting. My embodied 
engagement with the landscape, which functions outside of the domestic sphere, disrupts ideals of the 
volksmoeder as housekeeper and nurturing mother (which I discuss later in this chapter). I believe my 
queer identity is deeply interwoven into this interaction and disposition of ideal Afrikaner womanhood.   
In part three I unpack my installation in terms of the cultural landmarks incorporated. These 
landmarks draw on personal and societal experiences that I had in my culture and draw greatly from 
conceptions mentioned in part one. They ultimately contest western and Afrikaner ideologies 
concerning landscape through its representation and interpretation. 
As embodiment plays a fundamental role in my practice, I propose that it is through an 
embodied engagement with the landscape that I acquired knowledge of both myself and the land. In 
part four I examine Mia Perry and Carmen Liliana Medina’s (2015) conceptions of embodiment, where 
they state that embodiment is an essential methodology that we use to negotiate discursive boundaries 
in multiple cultural and political landscapes. In post-structural and post-humanist terms, we are urged 
to rethink the boundaries between the body and the mind, emotion and intellect. I, furthermore, refer to 
the body as an intermediary entity between the internal and the external. As Perry and Medina (2011) 
state, the body is both a representation of the inner Self as well as a tool of communication and 
inscription in the external world.  
I communicate my sense of Self through two fundamentally different landscapes in terms of 
their ambience and atmospheres. It is through the physical act of weaving, moulding, and burning in 
 
17 This is a very brief overview – with the sole purpose of situating the Afrikaner woman in her cultural and 
political stance – as the history of the Afrikaners is in fact a very loaded one and would take volumes to convey 
fully and with the complexity that it deserves. 
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the making of my sculptures that I interrogate the mental and emotive associations that I have with my 






































Part 1: The Afrikaners 
 
The history of the Afrikaners and, consequently, the Afrikaner woman, poses challenging and complex 
narratives of annihilation, oppression, hegemony, politics, and religion, to name but a few. This section 
serves to provide a brief overview of where and how the Afrikaners emerged as a cultural group. It 
unpacks how events that transpired on South African soil may have shaped the psychological formation 
of their identity. I, furthermore, look at how they, in turn, shaped and transformed the South African 
landscape as they, literally, inscribed their identity into its surface. This had profound ramifications for 
South African history, as many of the hegemonic societal constructs and patterns that emerged during 
the formation of an Afrikaner identity are still evident in South Africa today.  
 
The formation of a female Afrikaner cultural identity 
The Afrikaners is a cultural group that came into existence in southern Africa in the seventeenth 
and eighteenth centuries where they found commonality in their history, religion, and language. This 
was after the arrival of European colonists, who included mostly immigrants from France, Germany, 
and the Netherlands (Kotzé and Griessel 2008: 165), in Table Bay, now known as Cape Town.  
Voyagers of the Verenigde Oostindische Compagnie’s (VOC) (Dutch East Indies Company),18 
led by Johan Anthoniszoon (Jan) van Riebeeck, were the first to officially establish a settlement along 
its shores. 19 Their purpose was to supply fresh food and water to Dutch trading ships, as it offered a 
place of refuge for travellers – with a forgiving climate and plentiful livestock and vegetation (Lapping 
1986: 28).20 
Southern Africa had, however, long been inhabited by the San and Khoikhoi people.21 And, as 
the settlers’ ‘territory’ continued to expand, the San and Khoikhoi realised that the Europeans were here 
to stay (Aronowicz 2009: 2). Unrest began to emerge between the two groups, and fights over land and 
territory arose. Van Riebeeck considered digging a canal between the north and the south of the 
peninsula, where the natives and Europeans would stick to their own but eventually settled on 
blockhouse barriers between the two (Lacour-Gayet 1977: 15). This bears surprising similarities to 
 
18 The Verenigde Oostindische Compagnie (VOC) was a Dutch company that first initiated trade with the East 
Indies for items such as tea, silk, and porcelain, as well as spices such as nutmeg, cinnamon, pepper, etc. During 
its two hundred years of trade, it became one of the world’s largest trading companies and could be considered 
one of the first “multi-national” (Giliomee 2003: 3) establishments.   
19 The first Europeans to land in South Africa, prior to Jan van Riebeeck, were led by a Portuguese navigator, 
Bartolomeu Dias, in 1488, who landed in the southernmost parts of the country, which Dias named the Cape of 
Good Hope (McKenna 2020: [sp]). 
20 In other parts of the world, however, the VOC’s interests stretched beyond just trade, where places on the 
shores of the East Indies became Dutch possessions (Lacour-Gayet 1977: 12). 
21 The San population at that time comprised approximately 20,000 people, while the Khoikhoi numbered 
around 100,000. The Khoikhoi had more interactions with the Dutch, however, as they kept herds of cattle 
rather than travelling across great terrains in search of game (as the San did). They, therefore, had something 




policies introduced during the apartheid era, around three hundred years later (Lacour-Gayet 1977: 16). 
These were only some of the earliest (documented) politically and socially turbulent periods that marked 
South Africa’s history over land and land ownership.  
Conflict between the Dutch and their European authorities was also significant in the 
emergence of an Afrikaner identity. Due to growing animosity in the Dutch boere (farmers) over 
insufficient payment by the VOC, van Riebeeck decided to release those in its service as ‘free 
burghers’22 who could farm the South African land independent of their European counterparts 
(Giliomee 2003: 6). According to Herman Giliomee (2003: 6) the burghers welcomed their newfound 
identity and committed themselves as patriots of the Cape settlement. They believed their involvement 
was indispensable to its success and that they had to protect the land from the growing animosity shown 
by the native groups (Giliomee 2003: 6). This mentality became highly problematic in the context of  
an emerging Afrikaner identity (Giliomee 2003: 7).23 
The earliest form of Afrikaans spoken (in the early nineteenth century) was essentially a 
combination of Dutch, Bantu, and Muslim languages such as Arabic.24 It emerged as a language spoken 
predominantly on the farms where the boere and their slaves, secluded from society, intermingled and 
formulated their own dialect (Oorsprong van Afrikaans 2020: [sp]).  
The settlement of Europeans in the Cape was, however, not without great difficulty. Apart from 
rivalries over territory with the natives, they found themselves in a ‘new’ and unfamiliar setting, 
dislocated from Europe. Feelings of separation, angst and dislocation permeated their lives and sense 
of belonging. According to Kate Darian-Smith, Liz Gunner and Sarah Nuttall (1996: 3), the settlers 
feared that they would fall into the abyss of the ‘otherness’ of the spiritual world while losing their 
sense of belonging in a ‘new’ and unfamiliar ‘home’. 
Most of the European descendants who landed in South Africa were followers of Calvinist 
Protestantism and previously found themselves in the prosecuted minority in parts of Europe, 
predominantly France (Kotzé and Griessel 2012: 4).25 Their shared, or similar, history of oppression 
and cultural annihilation inculcated a sense of commonality in their struggle for freedom and 
independence. They either fled to South Africa in pursuit of a safer and more secure life, or they were 
 
22 This was an honourable title to bear, as a ‘burgher’ in the Netherlands referred to a self-confident and 
prosperous individual who was not confined to economic power but was rather a patriot of his/her country 
(Giliomee 2003: 6).  
23 More about the settlement, and rivalries, of the Dutch in southern Africa can be found in Giliomee. H. 2003. 
The Afrikaners: biography of a people. Tafelberg Publishers Ltd: Cape Town. p1 – 21.  
24 Afrikaans originated in the Cape colony and was an amalgamation of the languages spoken by the Dutch 
boere and their slaves, as they lived in secluded areas, influenced only by one another. It was, however, 
recognised as an official language only in 1925, after various Afrikaanse taalbewegings (Afrikaans language 
movements) (Afrikaner 2021: [sp]). 
25 Although European religion, in the sixteenth century, was (almost) equally divided between Calvinist 
Protestantism and Catholicism, countries such as France and Spain, which were mostly Catholic, embarked on 
the eradication of other beliefs through sheer force and terror (Lacour-Gayet 1977: 12).  
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shipped there into exile (Kotzé and Griessel 2012: 4).26 The burghers’ independence in their Calvinist 
religion was, however, short-lived, as the arrival of the British, in the early nineteenth century, 
reinforced Anglican policies and instilled renewed fears of persecution, suppression, and inferiority 
(Kotzé and Griessel 2012: 4).27 
At first, the burghers welcomed the British influence in the Cape, as the British enforced the 
first pass law for the Khoikhoi people, one that enabled their employers – essentially Dutch farmers – 
to control and police their mobility.28 But, as Britain’s influence in administrative spheres grew, the 
Afrikaners realised that improvements and new law enforcements were not always to their benefit 
(Lapping 1986: 36). Under British rule, their developing Afrikaans language had diminished standing, 
and English was the only credible language (Oorsprong van Afrikaans 2020: [sp]). It was at this juncture 
that Afrikaners sought their own Afrikaner identity – rooted in their Calvinist religion and early 
Afrikaans language – and began to clash with British imperialists (Oorsprong van Afrikaans 2020: [sp]).  
Some of the more profound events that culminated in the Afrikaners’ struggle for independence 
include the Great Trek that took place in the 1830s and 1840s, the two Freedom Wars (1880–1881 and 
1899–1901), and the re-enactments of the Great Trek at the Centenary celebrations in the 1930s and 
1940s (to name but a few). The re-enactments (in particular) stood as a kind of metaphorical resurrection 
of ‘Afrikanerdom’ and Afrikaner pride after they lost the second South African War (also known as the 
Anglo-Boer War) at the end of the nineteenth century to the British.  
The Great Trek was a period during which a large group of Dutch Boere (farmers) decided to 
flee north into the remote, rural, and supposedly ‘empty’ plains of South Africa as they continued to 
pursue independence in their language and religion. On their travels they encountered many hardships 
due to harsh living conditions and war-like circumstances both with indigenous people of South Africa, 
and the continuously expanding British empire (Kotzé and Griessel 2012: 4).  
According to Beningfield (2006: 24), the settlers’ fearful and sometimes deadly encounters in 
the interior of South Africa encouraged them to attribute known and familiar biblical analogies to its 
landscapes. The middle eastern desert, for instance, had similar characteristics to the Karoo desert of 
South Africa in the minds of the Afrikaners. It was through the biblical desert that God’s chosen people, 
the Israelites, travelled to a promised ‘land of milk and honey’. The Afrikaners drew imaginary parallels 
between their travels into the dry and desolate interiors of South Africa and that of the Israelites 
(Beningfield 2006: 30). They perceived themselves as God’s ‘chosen’ people destined for a rich and 
fruitful land – South Africa (Beningfield 2006: 30).  
 
26 Giliomee (2003: 4), furthermore, states that the first men to arrive in Table Bay were mostly illiterate 
labourers, desperate for money, or criminals who were on the run. It was only later, when life in the southern 
hemisphere bore a promise of independence and an idyllic life, that people came here for refuge.  
27 The British first entered South African politics at the start of the nineteenth century after the French 
revolution, which caused the Dutch to lose much of their sovereign power (Lapping 1986: 36). 
28 This compelled the Khoikhoi to work on their farms for little payment in return for a pass (Lapping 1986: 37), 
which speaks directly to notions of ownership. The law, quite literally, put the natives’ lives in the hands of the 
Dutch farmers and, perhaps indirectly, in the hands of the British, in exchange for free movement. 
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This is particularly true for Afrikaner women, as the war led to the deaths of almost 27 000 
Boer women and children in British concentration camps (Beningfield 2006: 30).29 Regrettably, this 
also led to notions of self-sacrifice (Landman 2003). It is my belief that Afrikaner women (in particular) 
believed they had to endure these hardships to obtain God’s favour, as their unfaltering faith in him as 
their only ‘saviour’ would eventually grant them ultimate divinity. 
Despite their strong sense of religion and faith in a Father God, the Afrikaners were left as an 
impoverished post-war volk. After they lost the South African War to the British forces in 1901, their 
language, culture, and sense of belonging was significantly fractured. As a result, they experienced 
renewed psycho-social fears of obliteration that fostered a deep resentment towards anyone who 
opposed their beliefs or threatened their cultural identity (Kotzé and Griessel 2012: 5). According to 
Kotzé and Griessel (2012: 5), this severe lack of self-confidence often leads to excessive ego inflation 
and a dangerous movement towards nationalism. Overriding patrivalent cultural patterns and a 
patriarchal social order, inherent in most Christian religious structures (especially in Calvinism), 
therefore, became more dominant during and after these hardships. It became a dangerous tool and 
justification for political and social violence and oppression that would commence in the years to come 
(Kotzé and Griessel 2012: 6).  
Inherent in Calvinism is the belief that women were subordinate to men and that they belonged 
in the domestic sphere (Landman 2003). The Afrikaners inherited these conventions both from Dutch 
piety, which believed that women’s power lay in their lower body – implying that women’s sole purpose 
was to bear children – and in their Christian religion, where their God was created in the image of the 
man and deemed the husband and the father as head of the household, thereby positioning the Afrikaner 
woman as inferior to her father, son or husband (Landman 2003). This would play a vital role in the 
formation of a female Afrikaner consciousness in the years to come. 
In an attempt to revive their now extremely low sense of unity and identity, secret organisations 
such as the Afrikaner Broederbond were established. The Broederbond was initially established openly 
in 1918 but later (in 1929) became a secret organisation. It was an extremely exclusive organisation that 
consisted solely of leading and middle-class Afrikaner men who set out to “promote the exclusive 
interests of ‘true’ Afrikaners on behalf of the volk” (Grundlingh 2020: 24). Albert Grundlingh (2020: 
24) states that they stood to promote the exclusive augmentation of a ‘pure’ Afrikaner volk, in an attempt 
to reunite the Afrikaner people – “urban and rural, rich and poor, and political idealists and pragmatists” 
– under the banner of Afrikaner nationalism.  
This ultra-secret organisation quickly grew powerful and was one of the most influential 
movements that South Africa had ever seen (du Preez 2012: 2).30 It played an enormous role in the 
 
29 It also resulted in the deaths of over 20 000 black South African women and children (Beningfield 2006: 30). 
30 The Super-Afrikaners: Inside the Afrikaner Broederbond (2012), originally written by Ivor Wilkins and Hans 
Strydom in 1978, stripped away secrecy in the Afrikaner governments and revealed the influence of the 
Broederbond. It was later edited by Max du Preez in 2012, which is interesting as it bears interesting links 
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social and political structures that continued to exert influence over government during the apartheid 
years.31 The Broederbond was deeply involved in the remarkable success of the National Party, which 
came to power in 1948. In collaboration with the NP – a growing sovereignty in the decades that 
followed their demise after the South African war – members of the Broederbond strove for the 
strengthening of the Afrikaner volk  ̧particularly those in middle- and lower-class communities (Kotzé 
and Griessel 2012: 6). 
One of the Broederbond’s masterstrokes (in the years leading up to the national election in 
1948) was the re-enactment of the Great Trek in the 1930s and 1940s (du Preez 2012: 97). They sought 
to reunite the Afrikaners under one banner of (essentially) nationalism under the rule of the NP. They 
believed the Afrikaners needed an event, or a reminder of an event, to unify them after years of 
suffering. They did this by staging an “emotional rally”, as du Preez (2012: 97) expressed it, one in 
which the nation would experience not only the suffering of its ancestors but also the victories they had 
attained. In my opinion, this reaffirmed the legitimacy of their hardships – that they were not in vain – 
and that their destiny of ultimate domination was still to be fulfilled.   
The irony in the re-enactment of the Great Trek is that, while it commenced one hundred years 
after the actual event, it was imbued with endeavours to imprint traces of the journey onto the landscape 
– as if these would somehow authenticate the original treks. During this rally, the Afrikaners literally 
inscribed their unified history of hardship and glory into the surface of the land (Beningfield 2006: 38). 
They traced back the routes that the voortrekkers took one hundred years ago and photographed 
themselves as trekkers on this journey, forging an imagined or warped narrative of the actual event 
(Beningfield 2006: 38). They also laid concrete slabs and wagon wheels in sites that were of particular 
significance on their travels inland.32  
The role of the Afrikaner woman, or the volksmoeder (mother of the nation), was central in the 
unification of Afrikanerdom and Afrikaner nationalism. Their suffering, coupled with their heroism and 
patriotism in British concentration camps, moulded their reputation as a central unifying force of the 
volk (Walker 1990: 277). In the minds of the Afrikaners, the fight for freedom and independence, along 
with the resulting death and bloodshed, contributed to the belief that they had a natural right to 
ownership of the land (Beningfield 2006: 30). Importantly to this belief, the blood of their mothers, 
wives, and children lie beneath its soil and are embedded in its surface –  therefore making them a part 
of the landscape. Hence, as notions of ownership are found in the land in which women and children’s 
 
between those who questioned hegemonic structures during apartheid and how it is perceived in the post-
apartheid era. 
31 They infiltrated almost all administrative spheres across the country until their power reached parliamentary 
and (ultimately) governmental devices, including offices of Prime Ministers (du Preez 2012: 2).  
32 Slabs of concrete were laid in places where significant events transpired – like the Transvaal War of 
Independence, the Battle of Blood River, and battle sites of the Anglo-Boer War – with the tracks of ox wagon 
wheels and footprints indented in them (Beningfield 2006: 47).  
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bodies lie, I believe this could manifest in ideals set out for the volksmoeder when looking at Afrikaner 
women in the notion of nation building. 
What is striking, however, is the absence of Afrikaner women’s voices in their own narrative.33 
While they were praised and idealised for their exemplary role as defiant volksmoeder (defiant towards 
British authorities), there is very little literary (or other) documents transcribed by Afrikaner woman 
themselves (Walker 1990: 281). Their identities were prescribed for them by cultural entrepreneurial 
men who progressively promoted an idealised version of housewives, dependent on their husbands, 
rather than active participants in the formulation of their own identity (Walker 1990: 291). 
Photographs taken in 1938 portray visions of an idealised South African landscape where men 
are depicted as pioneering figures active in the contemplation of the landscape, while women are 
portrayed as passive bystanders. Rather than portraying static images of a landscape under the gaze of 
the coloniser, as seen in most western landscapes, ownership fell to those held within the frame, 
especially to the men whose incursions into the landscape and postures in relation to the women 
betokened this (Beningfield 2006: 38).34  
Trekkers werp ‘n vergesig oor die landskap (1938) (Trekkers gaze out over the landscape) (Fig. 
27) is an example of such an image, where a group of Afrikaners is visible on a rocky mountain looking 
over the vast stretches of land before them. One of the men is gesturing over the landscape into the 
unknown, signifying, according to Beningfield (2006: 38), an urgency to press on in their journey and 
conquer its uncultivated plains.35 36 
Amongst the male figures in the photograph, the women are portrayed as bystanders, as if they 
are merely supporting the brave and conquering men. They are dressed in long white robes (which I 
assume could not have been easy to walk in for long periods) with kappies37 on their heads – headdresses 
mostly worn during the 1800s by the voortrekkers. They were either standing behind some of the leading 
men with their hands folded in front of them or sitting on the rocks. They do not appear to be a part of 
the conversation or planning in which the men are engaged.  
 
 
33 Although Emily Hobhouse’s (for instance) documentations of Afrikaner women’s experiences in British 
concentration camps are evidence of Afrikaner women’s endowment to their narrative, it is rather their 
participation in the narration of their identity, riddled with expectation and idealisation, that I find 
problematic. 
34 The Afrikaners in these images were often placed at a vantage point looking over the landscape, 
contemplating its plains and the possible future it may hold for them (Beningfield 2006: 38). 
35 They saw themselves as pioneers, translated as Voortrekkers in Afrikaans, as they conquered new territories 
and cultivated new plains. They later became known as the voortrekkers which both sprung from and gave rise 
to their pioneering spirit or, alternatively, the expectation to live up to this fashioned identity (Kotzé and 
Griessel 2012: 4). 
36 The use of photography, in this instance, creates a sense of a real event and promotes the perception that the 
documentation is a fragment of the real when, in actual fact, it is a mere re-enactment of how they imagined the 
events transpired (Beningfield 2006: 38). 
37 The inclusion of the kappie makes reference to her Afrikaner heritage and comments strongly on femininity in 




Figure 27: Preller, G. 1938. Trekkers werp ‘n vergesig oor die landskap (Trekkers gaze out over the 
landscape). Boer as Krygsman: Volksblad 
 
Kotzé and Griessel (2008: 171) observe that Afrikaner women themselves were kept from 
public participation and were seen merely as support and strength for men. They were seen and 
represented as subordinate and submissive to males, which tallied with their devotion to a masculine 
God (Kotzé and Griessel 2008: 171). According to Marijke du Toit (2003: 156), however, Afrikaner 
working-class women at that time often more readily internalised the Afrikaner identity ascribed to 
them. They were obsessed with their newfound identity and consumer culture that promoted it (du Toit 
2003: 156), therefore falling prey to its demands. This, along with their unwavering faith, assigned 
characteristics of an idealised women to them. And I use the term ‘assigned’, as it is widely 
conceptualised that these political movements toward Afrikaner nationalism and the Afrikaner woman 
as volksmoeder were in fact carried out by men (du Toit 2003: 156). 
The Broederbond, an expanding male organisation, furthermore, fostered the exclusion of 
women from social and political spheres. The Broederbond’s enormous influence in the state, along 
with its unshakable faith in its Christian God, would infiltrate all social and political spheres of South 
Africa (du Preez 2012: 290). In coalition with the government and the Dutch Reformed Church of South 
Africa, the Broederbond concluded that its focus on white, Afrikaner poverty, rather than that of all 
races, was just, fair, and Christian, according to Kotzé and Griessel (2012: 6). However, its involvement 
in the Church, along with its influence in the government, further encouraged patriarchal social 
structures, and visions of a ‘pure’, loyal, and nurturing volksmoeder.  
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Afrikaans-speaking women, in the years to come, adopted the role of the volksmoeder in order 
to gain favour and approval in a patriarchal culture. They subconsciously believed this was the only 
way that that they would survive as a community and as a culture (Kotzé & Griessel 2008: 171). 
Expectation, accompanied by a guilt-ridden consciousness, enveloped their subconscious understanding 
of Self. While their religion gave them courage during times of suffering, they were simultaneously 
conditioned to blame themselves and ascribe any hardships that befell them to personal sins they may 
have committed (Landman 2003). In my opinion, this functions as a form of self-sacrifice – taking the 
weight of blame and shame onto themselves (almost) as a way of giving them strength and moral 
courage to overcome the next (or any) threat. 
Christi van der Westhuizen’s (2017: 8) account of the volksmoeder as the unifying force for 
Afrikaners includes notions of ordentlikheid, where the respectability of an Afrikaner woman 
naturalises a heteromasculine Afrikaner whiteness. It is infused with a sexual charge. Morality is found 
in how respectable the Afrikaner culture is, which is rooted in its women, as it is commonly understood, 
according to Van der Westhuizen  (2017: 14), that a nation’s values are embodied by the woman as 
carrier of the volk. The volksmoeder, created in the image of an ordentlik Afrikaner woman, served to 
preserve a pure, white Afrikaner volk with a Calvinist tenor (van der Westhuizen 2017: 8). Such women 
displayed the values inherent in an Afrikaner morality and tradition which ultimately demarcated 
“intersections of gender, sexuality, class and race” (van der Westhuizen 2017: 24). 
In post-apartheid South Africa, expectations of ordentlikheid imposed on Afrikaner women 
becomes incremental (yet again) in the preservation of an Afrikaner volk as formerly hegemonic and 
patriarchal structures inherent in Afrikaner nationalism are destabilised (van der Westhuizen 2017: 
149). Visions of the volksmoeder, as seen in van der Westhuizen’s (2017: 150) interrogation of Sarie38 
magazine, are riddled with dependence, weakness, emotionality and  self-sacrifice (to name a few). Her 
image is ultimately created as a white, middle-class, heterosexual Afrikaans-speaking woman who is 
subordinate and dependent on the masculine and a father-God (van der Westhuizen 2017: 150). 
The model of the volksmoeder, consequently, provides an idealised social space for young 
Afrikaans women to occupy where they would gain social acceptance and recognition (Grundlingh 
2020: 26). Here they would perform the nurturing and home-making figure, one who bears and raises 
children while supporting husbands in their careers and lives (Grundlingh 2020: 27). Anyone who 
plotted their course outside of this paradigm was frowned upon and often rejected (Grundlingh 2020: 
27). 
The volksmoeder further institutionalised heteronormative relations and set ideological 
principles in the relations between a man and a woman (van der Westhuizen 2017: 103). It is here where 
my queer identity and interrogation of the Afrikaner culture disputes the stereotyped role of the 
 
38 Founded in 1916, Sarie was owned by Nationale Pers (National Press) and worked in accord with the NP in 
its apparatus of domination (van der Westhuizen 2017: 63). 
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volksmoeder, as a loyal and obedient housewife. Given its historical context, it is in direct defiance of 
Afrikaner ideologies that often still costs me social acceptance by my Afrikaans-speaking peers. Walker 
(1990: 273) states that a means by which male-dominated societies exerted control over women was by 
offering them social status and respect if they conformed to their preordained social position. If they 
did not subscribe to these parameters and, even just partially, questioned their role in society, they were 
deprived of these privileges and deemed uncontrollable (Walker 1990: 273). “Society [then] loses its 
power over them” (Walker 1990: 273).  
 Queerness was, therefore, hardly seen as a possible or probable life course, not to mention 
acceptable. Based on my queer Afrikaans identity, I function outside of the (then) set norms and 
conventions of Afrikaner society, while still being branded as part of an authoritarian and suppressive 
‘nation’. In light of recent political and racial turmoil, particularly related to land and land ownership 
in South Africa, along with feelings of displacement in my cultural setting, I have felt a deep uneasiness 
about my inherited cultural identity and sense of belonging.  
There has also been a tendency in recent years to construct not simply whites, but Afrikaans-
speaking whites specifically, as profoundly culpable for the atrocities that occurred during apartheid. 
This has complicated my feelings of belonging even more, and I have often had discussions with my 
peers about whether, in light of these sentiments, I belong in South Africa. 
As a child I was also often questioned, or even teased, about my (apparently) more masculine 
characteristics. My friends would ask me why I walked and talked ‘like a boy’, as I did not ‘fit’ their 
preconceived ideas of what an Afrikaans-speaking woman should look like and how she should act. I, 
on the contrary, also enjoyed playing rugby and cricket with the boys more. I enjoyed the physical 
challenges that these sports posed (as I was quite strong and muscular as a child), but did not appreciate 
the social role that my peers assigned for me. Emmanuel, similarly, disclosed to me in an interview 
scenarios in which he was mistaken for a girl because of his soft and delicate voice. He did not, however, 
show signs of discontent when he spoke of this, but rather acknowledged the inherent gender stereotypes 
that often stigmatised his identity. 
In recent years, I have had to acknowledge the burden of my cultural history and the impact it 
has had on the history of South Africa. I now, in my personal and social life, am faced with the challenge 
of finding and establishing a new sense of belonging, both within myself as well as within a South 
African society. I do this by critically analysing the impact that my cultural heritage had on my psyche. 
I interrogate how, through embodied engagements with the landscape, I already function outside of the 
domestic space assigned for Afrikaans-speaking women. By doing this I gain an understanding not only 
of my physical body but also of how I understand myself in relation to landscape, based on both personal 






Part 2: My ‘Psychic Landscape’ 
 
Childhood Landscapes 
Although my childhood memories may seem tranquil and sometimes even romanticised, I had difficulty 
‘fitting in’ in social settings. As mentioned above, characteristics that one might often perceive as 
masculine – such as the way in which we walk, talk, and interact with others – were often questioned 
by my peers, as they claimed I behaved differently and not ‘lady-like’. I also come from a household 
where we did not necessarily practise Christian traditions, such as going to church or praying before 
dinner, which was often frowned upon in the small, predominantly Afrikaans-speaking town in which 
we lived. I remember asking my parents when I was nine years old if I could go to church with my 
friends, as they had during the prior week teased me by making vicious remarks (I now realise in 
retrospect) about people who do not go to church going to hell. This terrified me, as I did not want to 
be labelled as a sinner. But, after attending church, I felt even more guilt, as the pastor’s dull and dreary 
voice had proved soporific, and I had struggled to keep awake. Perhaps I was just not used to it, or 
perhaps these traditions simply did not coincide with how we (my immediate family) worshipped (a) 
God. 
Landscapes often caused me anxiety and uncertainty, I recall. Apart from my own fears of the 
dense, cold, and dark forest, my family and I were often faced with natural tragedies such as floods that 
endured for weeks, or, conversely, years of drought. We were greatly dependent on the climate, not just 
in how it affected vegetation and forage, but also our household’s water supply. We were located 
relatively far from the town and had to use large 50-kilolitre water tanks to collect water for our daily 
needs.  
Our double-storey wooden house (Fig. 28) (2000) was located at the top of one of the hills that 
surrounded Great Brak River, near a small town located between George and Mossel Bay in the Western 
Cape. Dense forests grew in the gorges of the hills with small streams running through them. We would 
often, in years of drought, walk down the hill to the river to bathe and brush our teeth. Alternatively, in 





Figure 28: Pienaar, W. 2000. Photograph of Wooden House. Digital print. 15cm X 20cm. Private 
collection 
 
When I was between seven and eleven years of age, my friends and I would often explore the 
forest and try to get as lost as we possibly could in a few hours. We would then try to find our way back 
home, which was relatively easy considering there was a river to follow and we could not travel very 
far in the limited time that we had. The more dangerous tasks that we undertook on these expeditions 
were when we challenged each other to climb the biggest tree or swim through the deepest parts of the 
river.  
One of my most memorable experiences of one of these excursions was when my friend and I 
walked on the neighbour’s grassy grounds along the edge of the forest, one sunny afternoon. At one 
point the forest, which looked particularly dark on that day, formed a sort of tunnel where we could see 
the sun flickering brightly on the other side. Here the forest grew thinner as we moved away from the 
gorges and towards the flatter plains of the farms. We decided to walk through the passage to see what 
was on the other side. Once we were under the canopy of the forest it took a while for our eyes to adjust, 
but once they did, we were horrified at what we saw. Tangled in a mesh of barbed wire was the large 
carcass of what we could make out to be a horse. I could see the distress that the creature must have 
been in: its mouth was pulled open and its eye was round and large, staring fixedly into nothingness, 
flies humming furiously around it. Terrified at the sight we ran out of the forest back into the bright 
grasslands where we felt safer.  
This memory is particularly significant to me as it was not so much the horrific sight with which 
we were confronted that still haunts me, but rather the fact that we could never find the horse again. We 
went back that same day as we wanted to inspect it. We also wanted to be able to prove our findings in 
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case our parents did not believe us, but it was as if the tunnel in the forest had disappeared. It was almost 
as if Narnia had opened its door to us for two minutes and never opened it again.  
My parents divorced in 2007 when I was thirteen years old and, hopeful for better economic 
opportunities, my mother, sister and I moved to Pretoria. But my father remained in Great Brak River 
and I still go back from time to time to visit him. Being older now, I spend more time reflecting on my 
childhood and how my experiences may have shaped my understanding of myself. A few years ago, I 
ventured into the forest again. What I was looking for, specifically, I had no idea, but rather than re-
tracing the steps of myself as child, I made new discoveries and, again, made new discoveries about 
myself.  
One day I found the stone ruins of a house that people lived in many, many years ago (the exact 
date of this is unknown). On the same day I found a rather strange rock. There was nothing specifically 
fascinating about the rock other than it looked like its shape had been manipulated into a ball or circle 
(there was only half of it left) and that it fit perfectly in my hand. Being intrigued by the odd rock, I 
decided to take it to my father, who informed me that it was part of a tool that the Khoikhoi and San 
people used to use to dig into the ground for roots and water. Upon further investigation I found a 
similar tool displayed in the Origins Museum at the University of the Witwatersrand (Wits) (Figs. 29 
& 30: 2019), where it stated that such objects were used mostly by women for digging. It was also used 
during special ceremonies where they would slam it against the ground, and the movement of the rock, 
wrapped around the stick, would create a drumming sound. Although this story in particular might 









Figure 30: Unknown. 2019. Digging Stick with Bored Stone. Wits Origins Centre (photograph by 
author) 
 
Unpacking the “Forest” and the “Field” 
My landscape installation consists of two notably different constructed environments, which 
communicate with each other through the suggested and curated passage of a viewer between two 
spaces (Figs. 31 & 32: 2020).39 It is curated across two floors in the FADA Gallery at the University of 
Johannesburg (UJ). This arrangement assists me to convey a sense of my psychological understanding 
of myself and the South African landscape. Although the different spaces seem disparate and perhaps 
even disconnected, they trace my memories of childhood up until today. The sculptural forms installed 
on the top floor allude to a ‘digging’ into the space constructed downstairs. It is as if I am digging and 
scraping away different layers of my identity, informed by personal and cultural events and patterns. I 
do this to, ultimately, discover a sense of Self and even, perhaps, a sense of belonging within myself. 
The viewers’ journey through the two spaces is, furthermore, significant to the meaning of the artwork 





39 The figures displayed below were designed long before the making and the construction of the installation. 
They may, therefore, be slightly altered in the actual construction of the environments but still display the main 




Figure 31: Pienaar, A. 2020. Photoshop Images of Imagined Gallery Installation Plan (Forest). 
Photoshopped by author 
 
 
Figure 32: Pienaar, A. 2020. Photoshopped Image of Imagined Gallery Installation Plan (Field). 
Photoshopped by author 
 
As the viewer enters the gallery, he or she walks into a space which has been demarcated with 
large room dividers. The walls and dividers used to demarcate the boundaries of the space are painted 
black, which is suggestive of a dark atmosphere. Long telephone poles are arranged, from the floor to 
the ceiling with round, seemingly crude objects fashioned around them (Fig. 31: 2020). These large 
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sculptures are reminiscent of enlarged digging sticks that the Khoikhoi and San people used, and which 
I found fragments of in our forest. The round balls, i.e. the ‘rocks’, are sculpted out of wire frames, 
lined with hessian on the inside and fibres of sisal, eucalyptus bark and creosote on the outside. The 
dark eucalyptus fibre and creosote is used to draw into the wire structure and onto the hessian (Fig. 33: 
2020). They begin to suggest a forest with dark criss-crossing branches intertwined in the white sisal. 
The light is curated in such a manner that the shadows of the trees loom large in the small space. It is 
intended to imitate a dark and gloomy atmosphere, given the viewers view it in the context of the 
demarcated space, and not the white walls beyond it. I refer to this space as the “Forest” installation. 
 
 
Figure 33: Pienaar, A. 2020. Close-up Image of Forest Drawn on ‘Rock’. Photograph by author 
 
The sound within the installation has not been manipulated. The high ceilings and open spaces 
around the demarcated forest might, however, cause viewers’ movement or voices to be magnified or 
echo. It is intended to instil an eerie feeling within the space, immersing the viewer in the experience 
of both the “Forest” as well as the gallery itself. There is also a strong stench of creosote40 in the air, as 
the telephone poles are covered in it and it is embedded in some of the darker areas of the drawn ‘trees’. 
As I conceptualise the space, I draw on visual and conceptual connotations derived from my memories 
 
40 Creosote is a chemical mixed with various tars and decomposed plant materials such as fossil fuel or wood. It is used to 
protect wood in heavy-duty industrial settings such as fencing poles, telephone poles, railway sleepers, and marine piles 
(Looking at creosote 2012: 48). 
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of our forest and the inherent ‘presence’ of the Khoikhoi or San groups that may have been, or lived, 
there before. 
As viewers exit the first environment, they are encouraged to move down the stairs that lead to 
the bottom floor. This is symbolic of moving deeper into the layers of the landscape as one would, 
conceptually, delve deeper into one’s psyche. The walls on both sides of the stairs are left in their black 
state while the stairs have been covered with wooden planks (Fig. 34: 2020), that connote the wooden 
house in which I grew up. As viewers make their way down the stairs, becoming aware of the faint 




Figure 34: Pienaar, A. 2020. Photoshopped Image of Imagined Gallery Installation Plan (Stairs). 
Photoshopped by author 
 
Upon their descent, the stairs plateau onto a straight wooden walkway that leads around the 
room. It is further lined with black walls and room dividers on either side, and eventually leads to an 
open space with a pillar in the middle. The deck is built around the pillar and acts as a viewing platform. 
The wooden walkway is narrow, meaning that only one or two viewers can walk on it at a time until 
they reach the viewing platform. From here the viewers are confronted with a brightly lit space, 
surrounded by a golden and yellow grass field populated with leather rain gauges (Fig. 32: 2020). Here 
they are surrounded by strains of grass that have been woven into pegboard panels (Figs. 35 & 36: 2019) 





Figure 35: Pienaar, A. 2020. Weaved grass. Grass and pegboard(s). 1.2m X 0.8m X 0.7m. Photograph 
by author 
 
Figure 36: Pienaar, A. 2019. Weaved grass from under. Grass and pegboard. 1.2m X 0.8m X 0.7m. 
Photograph by author 
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The grass landscape is populated with wooden poles distributed evenly, varying slightly in 
height and colour (Fig. 37: 2020). Moulded leather rain gauges are mounted on them – with long, 
dangling ‘tails’ made from either leather or barbed wire – and have small landscape, or landscape-like, 
drawings burnt into them (Figs. 38 & 39: 2020). They are roughly tied to the poles with tangled and 
rusted barbed wire that penetrates the surfaces of the leather and leaves scratches on its skin. The rain 
gauges are filled with dark and sticky creosote, used in the “Forest” upstairs, which has by implication 
leaked through the ‘tails’ of the rain gauges and stained their exteriors in the process. I refer to this floor 
as the ”Field” installation. 
 
 
Figure 37: Pienaar, A. 2020. Rain Gauges. Leather, Wood and barbed wire. 1.5m X 0.6m X 0.6m. 









Figure 39: Pienaar, A. Close-up of Rain Gauge Mounted on Pole. Images burnt into leather. 30cm X 




A video is projected onto the opposite wall of the viewing deck. It presents a vast South African 
landscape (approximately 100km south of Johannesburg) with yellow and golden grass (similar to the 
grass woven in the “Field”). The rain gauges that are distributed across the terrain have figure-like 
qualities: their height is similar to that of the average human and they stand motionless, faced towards 
the viewers. The video moves slowly through the landscape and in between the sculptures, which 
continuously appear on the horizon. The character of the landscape in the video projection seems 
dystopian, with monochromatic colours of browns and yellows. The slow movement through the 
landscape enhances this character along with the seemingly never-ending appearance of the rain gauges 
(Fig. 40: 2020). 
 
 
Figure 40: Pienaar, A. 2020. Video still of rain gauges in landscape. Edited by author 
 
The constructed landscape gives way to a projected landscape as far as the eye can see. Both 
the physical installation as well as the projection are constructed and reimagined from real elements 
which index physiological responses to Selfhood within the South African landscape. The viewer is 
engulfed in a field-like environment that simulates characteristics of a ‘real’ or ‘natural’ yellow and 
brown landscape reminiscent of my experiences of the Klein Karoo.41 
The smells within this space include grass pollen, leather, and creosote, while the sounds 
include wisps of wind blowing through long grass fields. The stillness of the space, disrupted only by 
 
41 The Klein Karoo is a small valley in the Western Cape that is almost completely surrounded by mountain 
ranges. It begins just beyond the Outeniqua Mountain range in George, situated about half an hour’s drive from 
our house. We went there several times a year for music festivals or sport competitions. 
72 
 
wafting grass, suggest a quiet, or even empty, landscape which, in my experience, is reminiscent of a 
quiet farm setting or farmhouse. 
The ceilings in both installations are left untouched except for the lights that have been arranged 
to assist in the construction of the atmosphere of the spaces. The ceiling in the “Forest” installation is 
left white but is curated as a separate feature to the environment created below, while being inherently 
part of the experience of the space. The black ceiling in the “Field” installation tends to disappear behind 
the yellow glow of the bulbs distributed across it. Red pipes on the ceilings in both the installations are 
visible. The Masonite pegboard panels that contain the woven grass are also visible through individual 
strains, which vary in density throughout the installation. These elements reveal the nature of the 
environments as constructions or simulations of ‘real’ events within a gallery. This disclosure is 
synonymous with Eliasson’s moment of ‘disillusionment’ (as discussed in Chapter One), which I find 
more prominent in the “Field” installation but still inherent in the conceptualisation of the “Forest” 
installation. As mentioned in Chapter One, through moments of ‘disillusionment’ the viewers become 
aware of the constructed nature of their experience and are encouraged to think of themselves as 
participants within the constructed installations.  
Although I associate the grass plains that surrounded our house with warmth and tranquillity, 
the sinister stillness of the grass and the moulded leather rain gauges stained with creosote disrupt the 
seemingly serene space and render it eerie and perhaps even unnerving. The vertical element of the 
poles in the “Forest”, and the association that I make of them being instruments that dig into the ground, 
is symbolic of the downwards movement that the viewers will undertake when moving between the 
spaces. They are also symbolic of an investigation of oneself and one’s identity, as the notion of 
‘digging’ or to ‘digging into’ something can often refer to ‘getting to’, or revealing, the truth of that 
specific scenario.  
 
Atmospheres and Perception in the “Forest” and the “Field” 
As mentioned in the previous chapter, to think is to voyage and vice versa (Deleuze and Guattari 1988: 
560). I propose that as I trace my memories back to my childhood, I am travelling through a mental 
map that I have created of my life. My memories are mostly informed by atmospheres and, to a certain 
extent, the essences of places, accompanied by glimpses of what my surroundings looked like based on 
the emotions that arose within them.  
Tim Ingold (2011: 132) claims that “smooth space” consists predominantly of forces and winds, 
movement, and flux. I contend that my “Forest” and “Field” installations function predominantly as 
“smooth” spaces – especially for the viewers as they are guided by perception, curiosity, touch, and 
desire. The spaces are, however, “striated” through chronological alignment and mapping of my 
memories as well as the designing and construction of the installation itself.  
According to Ingold (2001: 133), the original engineers of “striated” space were the farmers 
who ploughed the earth with furrows and rigs. As they struck the earth – planting crops and laying 
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fences for their livestock – they physically shaped the land as one would when knitting tangled fibres 
into coherent fabrics (Ingold 2011: 133). I too dig into my identity by threading through a tangled mass 
of memories, experiences, and historical cultural narratives. The physical making of my installation – 
through modes of unravelling (splitting of eucalyptus fibres), realigning (planning of installation), and 
weaving (weaving strains of grass and weaving the various components in the installation into a 
coherent narrative) – is symbolic of how I untangle my experiences of landscapes and my queer 
Afrikaans identity. By doing this I attempt to understand the ‘material’ (physical and mental) that I am 
made of and weave its fibres into a coherent ‘picture’.  
I have to admit, however, that this may never be entirely possible. As I grab hold of one 
memory, it may ‘slip through my fingers’ as there is now distance in time and space from that 
experience. Or I may simply forge a new image of that memory as I weave threads of other experiences 
into that existing one. 
According to Juhani Pallasmaa (2014: 26), we instinctually grasp atmospheres through our 
primordial and cognitive ability to understand and perceive our experiences of spaces. One’s experience 
of a space is a complex fusion of perception, memory, and imagination. He further states that our 
memories of places are greatly dependent on the emotions that we attach to them and are informed by 
our physical and cognitive ability to grasp their character (Pallasmaa 2014: 26).  
The character of the “Forest” is intended to reflect a dark, ambiguous, and perhaps even 
threatening space. My intention is that, upon first encountering the “Forest”, the viewers’ experience is 
filled with ambiguity, as the space is riddled with strange large objects and (perhaps initially) unfamiliar 
imagery. The viewer may merely absorb the ‘character’ of the sculptures as something that may be tree-
like based on the smells, lighting and materiality of the wooden poles and ‘rocks’ and the imagery 
displayed on them.  
The metaphorical ‘rocks’ of the trees are, however, transformed into objects that are much more 
fragile than actual rocks through the incorporation of the eucalyptus bark. It renders their surfaces as 
softer, feather-like, possibly suggesting a bird’s feathers or a bird’s nest. The wooden poles around 
which they are sculpted adds to this, as a bird’s nest is usually found in the branches of a tree. These 
elements, and the materials used, create an atmosphere that might define the viewer’s experience of this 
part of the installation as having tree-like or forest-like qualities. Alternatively, it alludes to a 
manufactured or western construct of measured and monotonous poles distributed in the landscape. 
The echoing sounds of movement and the strong stench of creosote instilled within my “Forest” 
contribute to the immersive experience of the viewers where multiple senses are evoked: sound, smell, 
sight, and touch. To these are added their overarching existential senses such as orientation, gravity, 
illumination, and scale. This is important in their perception of landscapes as, according to Ingold (2011: 
130), it is in the immersion of the materiality of a space that that one can engage with its character.  
Viewers are free to roam among the objects within the installation, while suggestive 
‘directionality’ – the vertical alignment of the poles and the constructed wooden staircase – encourages 
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them to move through the installation and continue their journey downwards, where they are greeted 
with an entirely different environment. It is through the viewer’s movement that meaning is found in 
this installation. According to Tim Cresswell (cited in Shearing 2015: 169) movement is rarely about 
just getting from one point to another. It is rather the bodily act of moving, thought processes that occur, 
and emotions that arise between these two points that make the journey meaningful (Cresswell in 
Shearing 2015: 169).  
Upon viewers’ descent via a staircase that is lined with black walls and wooden surfaces, they 
are immersed within the environment. The dark walls serve as a continuum of the atmosphere 
experienced in the “Forest” upstairs and are symbolic of my own experiences of our wooden house 
when I was a child. On long, quiet, and often lonely days spent within the house it felt as if the walls 
were closing in on me. The quietness would close in on me, leaving me desperate for air. It was often 
the open spaces outside of our house, particularly the grass fields on our neighbours’ grounds, that eased 
this feeling of suffocation and resurrected me from the sombre feelings that often engulfed me during 
these times.  
I aim to evoke similar feelings within viewers as they move from the dark and enclosed 
“Forest”, down the wooden staircase and through a dark ‘corridor’ that eventually leads into a brightly 
lit grass field (Fig.6: 2020). This movement emulates my experience of walking down the staircase of 
our house into the bright and open steps outside, enhanced by the projection of an extensive field 
landscape.  
Viewers’ perception of their movement and of the ambience of the space is characterised by 
Pallasmaa’s (2014: 19) iteration of the fusion between the world and the mind of the perceiver. It also 
coincides with Eliasson’s contention of “seeing-yourself-sensing” or “sensing-yourself-seeing” 
(Eliasson 2015: [sp]). This notion involves an experience and an awareness of having that experience. 
The experience of something is involved within the act of interpretation and translates as “experience 
itself being interpretive” (Eliasson 2015: [sp]). Within his own installations Eliasson attempts to “put 
the body in the mind and the mind in the body” (Eliasson 2015: [sp]), thereby blurring the (often) 
seemingly rigid boundaries between the two.  
The viewers’ awareness of their surrounding is, furthermore, activated through their 
downwards movement (orientation and gravity), the scale of the staircase, and the duration (time) of 
their descent until they reach the open “Field”. The experience of descending the staircase contributes 
to how viewers navigate their journey downwards and might, in turn, inform how they ‘receive’ and 
perceive the environment created on the bottom floor; this may perhaps be an exhalation after their 
previous enclosed experiences, or perhaps the opposite.  
Anya Novak (2012: 3) states that one’s experience of installation art and, in this case, their 
immersive qualities, create an awareness of its atmospheres and the various components within it. 
Although I associate the “Field” with feelings such as relief and contentment, the rain gauges disturb 
these feelings as they loom eerily and motionless in the grass, almost like figures watching or waiting. 
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The gaze of the viewers watching the landscape is turned back on them by the watchful figures. The 
viewers may feel a sense of being interrogated themselves, rather than interrogating the landscape as 
we are often accustomed to, especially in a western and colonial context. It is the uncertainty of the 
presence of the rain gauges or, should I say, the uncertainty of not knowing exactly what it is they are 
watching out for or waiting for that instils tension within the space.  
Their figure-like qualities may, further, enhance the disturbance of a seemingly empty and 
serene landscape into one that is eerie and perhaps even unnerving. The viewers may also be more 
intrigued by the practical qualities of a rain gauge, which measures the levels of rain. Their measuring 
qualities, to me, is also analogous for duration and time, or even the act of ‘measuring someone’ (that 
is, analysing or investigating them). This is symbolic of the different intervals that I link between my 
cultural inheritance, my early childhood, and my life today. The temporal qualities of the movement 
through the landscape in the video projection as well as the duration of the viewers’ movement through 
the installation as a whole are also at play. The rain gauges could thus suggest various meanings for 
different people. Whether it is to measure rain, heat, wind, time, or a person, its purpose as a measuring 
tool stands.  
I suggest that both installations have qualities of emotive environment that transcend the 
viewers’ experience of them as spaces within a building. They extend beyond the physical boundaries 
of the gallery. Much like Olafur Eliasson’s installations, they function at a threshold between the outer 
and inner spaces of the gallery. I draw inspiration from outside experiences and construct and present 
them inside the gallery walls.  
In their analysis of Eliasson’s installations, Demet Dincer, Thea Brejzek and Lawrence Wallen 
(2019: 44) comment that the slight renegotiation and alteration of the outside becomes an active agent 
in the production of the inside. When addressing this from an architectural perspective, the inner 
boundaries of a building are usually defined by its walls, floor, or ceiling (Dincer et. al. 2019: 44). The 
gallery’s architectural structure being optically modified, through video projections downstairs, to one 
that extends into an imagined vast and ‘open’ landscape, is analogous to the extension of one’s inner 
view of oneself and identity to one’s perception of the outer world. The dark, almost invisible, walls 
upstairs function similarly, albeit more subtly, to that of the video projections. Their ‘invisibility’ 
obscures the boundary of the wall, which may invoke a feeling that there might be ‘more’ beyond the 
dark spaces that the viewer can see. 
The incorporation of the ‘trees’ and grass that ‘penetrate’ the ground, furthermore, 
metaphorically extend the viewer’s perception or expectation of where the landscape installation might 
‘end’ (in terms of the gallery’s physical limitations). It may also give way to a new mode of 
understanding the space as a simulation of the ‘real’ world where there are no ‘real’ limitations; where 
the roots of the grass and trees are ingrained within the surface of the earth and the horizons of 




“Striating” the Landscape 
Deleuze and Guattari (1988: 557) define “striated” space as organised matter. I propose that I have 
constructed a “striated” space with which the viewer engages “smoothly”. “Smooth” space is essentially 
a space defined by affects and open hiatuses, whereas “striated” space closes its surfaces off and 
“allocates it according to determinate intervals” (Deleuze and Guattari 1988: 559). It is, therefore, 
essentially an affective experience that is invoked within the viewer, through the construction of the 
atmospheres, that makes their experience a “smooth” one.  
In the previous section I mentioned how the viewers are free to roam among the objects within 
the environments. This is a “smooth” mode of voyaging, as directionality is mostly found in the nature 
of the journey itself, and the variability of their ‘destination’ is unclear (Deleuze and Guattari 1998: 
556). “Striation” on the other hand is the ‘plotting’ of regions onto a map or grid as a seaman would do 
when calculating his bearings on the sea, as Deleuze and Guattari state when discussing the “Maritime 
Model” (1998: 557). 
The two, however, always cross over and intermingle (Deleuze and Guattari 1998: 650). While 
viewers’ first encounter with the installations may mostly be a “smooth” encounter, they have already 
begun to “striate” its regions through observation, remembering and mapping their experiences. As they 
become accustomed to the environments – where their eyes adjust to the ‘trees’ of the “Forest” and the 
bright steppes of the “Field” – they may begin to map out the positioning of the ‘trees’ and the rain 
gauge within their minds. They mentally begin to separate light, shadow, and object within the “Forest” 
and grass, video, and rain gauge in the “Field”, thereby, separating its regions and plotting the elements 
within it. This is embedded in the meaning or meaning-making of the installation. The viewers’ mapping 
of their movement through the spaces may enable a kind of unpacking and what the installation means 
to them. 
Jeff Malpas (cited in Gildersleeve and Crowden 2018: 81) states that to ‘remember’ is to ‘turn 
back’ to what we already know and, therefore, to our ‘placedness’ in a space. This includes time and 
location (Gildersleeve and Crowden 2018: 82). As viewers move through the environments for the first 
time it could be considered a naïve experience, where they are merely engaged with the experience 
itself rather than mindfully observing its character and their perception of it. It is only upon their 
movement back through the installation, or when they linger and observe the elements presented, that 
they begin to think about the atmospheres and, therefore, ‘remember’ and become aware of themselves 
as participants within an immersive and experiential installation. This movement back to a place is one 
that involves viewers/participants recognising their own relationship with the multiple elements 
distributed in the space (Gildersleeve and Crowden 2018: 82). As in Eliasson’s installation, I hope to 
invoke an awareness within the viewers to think about their placedness in the experience of the 
installation and may, momentarily, reveal the Self or glimpses of the Self (Gildersleeve and Crowden 
2018: 89) as discussed in Chapter One.  
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As the “smooth” and the “striated” always cross over and intermingle, I have become aware 
that a similar overlapping occurred in me as I imagined what the landscape installation might look and 
feel like. This aspect of the creative process is inspired, predominantly, by “smooth” experiences and 
modes of thinking. I then “striate” these “smooth” imaginaries through calculated spatial designs and 
the physical construction of the artwork. In preparing my installation, I made various sketches (see 
Figures 41–47 for examples) of the space, much like Eliasson did for The Mediated Motion (2001), in 
which I devised its design and thought of possible structures that would be realisable in the exhibition 
space.  
One of my sketches from 2019 (Fig. 41) shows the layout of the top floor where the “Forest” 
installation would be. The floor and walls are drawn to scale with sketched circles where the trees would 
be and how they will fit into the space. Another sketch (Fig. 42) shows a plan of the bottom floor (drawn 
to scale) and how the grass panels, as well as the deck might function in the space. It also served as an 
indicator (to me) as to how many panels would be needed to cover the surface of the bottom floor and 
how long and wide the deck would need to be in relation to the field.  
 
 






Figure 42: Pienaar, A. 2019. Plan of Downstairs Space. Pencil and cardboard on Paper. Photograph by 
author 
 
Some rougher sketches of the stairs and deck (Figs. 43–45), also from 2019 test plans for the 
stairs and the deck (including their measurements), indicate how I would calculate how many wooden 
beams would be needed to cover the surfaces and how I would build the decks before installing them 
into the space. I also produced possible designs of the stands upon which the rain gauges and poles 
would be mounted (Figs. 20 and 21). They had to be sturdy enough to take the weight of the entire pole 
while not damaging the grass in which they stood. 
 
 





Figure 44: Pienaar, A. 2019. Plan of Staircase. Pencil and cardboard on Paper. Photograph by author 
 
 
Figure 45: Pienaar, A. 2019. Plan of Deck and Measurements. Pencil and cardboard on Paper. 














The measurements, two- and three-dimensional spatial designs, and mapping of the journey 
that viewers are encouraged to take are all evidence of “striation”. The product of the design and 
construction of my imagined landscape (the completed installation) is, however, designed to be a 
predominantly “smooth” experience, to be negotiated as affects and open hiatuses. As designer and 
artist, I am woven into the fabrics of making the installation just as the viewer is woven into the 
experience of the artworks. As Ingold (cited in Shearing 2015: 165) states, a mindful body, through 
haptic experience and sensory engagement, sews itself into spaces and landscapes. 
This is particularly evident in Figure 36, where I show how I have woven the grass into the 
pegboard panels. Although this is true for all the other components in the installation, the grass is 
perhaps the most evident and obvious example of how I weave myself into the landscape and “striate” 
all the individual components that make up its character. As I weave the loose strains of grass through 
the holes in the board, I metaphorically weave myself into the landscape and become a part of its scenery 
and, therefore, a part of its being.  
Deleuze and Guattari’s (1988) iteration of the “smooth” and the “striated”, through the lens of 
their “Technical Model”, is based upon how fabrics are woven through the entanglement of individual 
strands. A similar process of entanglement occurs as the viewer moves through the installations. Their 
participation is woven into the textiles of the landscapes, as in Eliasson’s installations, and is 
incremental in the meaning of the artwork that cannot serve its purpose as an immersive and experiential 
space without the experiencer and perceiver within it. Similarly, my experiences are woven into the 
fabrics of the landscapes as they are derived from my imagination and “striated” through my thought 
processes, imaginings, designs, and physical labour. My creative and (otherwise) constructive processes 
and the viewers’ participation therefore intermingle and we are both intertwined in the textures of the 




Part 3: Personal and Cultural Landmarks 
 
Simulation and awareness: Movement from atmospheric experience to Self-awareness 
Moments of ‘disillusionment’ revealed in my installation – the manufactured gallery ceilings, the epoxy 
floor, and the dull brown pegboards – to me, are synonymous with how Eliasson reveals the construction 
of his installations. This distances the viewers from the illusion of a ‘real’ space and affords them an 
opportunity to reflect on their experience of the installation and their perception of it. The moment at 
which viewers “see[ ] themselves sensing” (Olafur Eliasson 2019: [sp]) they become witnesses to their 
own sensory experiences. In my case, it is intended to encourage an awareness of the viewers-as-
participants in the artworks as they weave themselves into the space. In doing this the viewers might 
realise that the meaning of the installation lies in their engagement with it and how they perceive 
themselves in conjunction with the constructed environments.  
Much like Eliasson’s simulated environments, my installation responds to Jean Baudrillard’s 
(1994) conception of a simulation of a ‘real’ event. While the two progressively grow more intertwined, 
as real events begin to respond to their simulated models, the distinction between the two grows more 
and more ambivalent (Baudrillard 1994: 2). Strong distinctions between my atmospheric environments 
and the various elements that make them up are, therefore, necessary to encourage distinct moments of 
‘disillusionment’ within the viewers.  
I propose that at the moment of ‘disillusionment’, a shift between unconscious thought or feeling 
to conscious reflection of Self and Selfhood transpires. I, furthermore, believe that this occurs when I 
critically analyse myself and my personal and cultural identity within this study. Rather than moving 
through personal and societal settings in my life thoughtlessly or uncritically, I interrogate what I 
experienced, how it affected me, why I reacted in a certain manner, and how it defines who I am and 
how I perceive myself within that particular context. Although my installation is not an accurate 
depiction of what we may find in nature, the atmospheres, moods, and weather-like occurrences instilled 
in the spaces are intended to simulate experiences that we may encounter in ‘real-life’ events or, as 
Ingold (2011: 137) puts it, “out in the open”. These spaces are then ‘tainted’ with cultural landmarks 
that posed critical moments of ‘disillusionment’ to me as I realise the significance that some of these 
events have on the psychological formation of my identity. 
The re-enactment of the Great Trek by the Afrikaners almost a century after the real event 
happened is perhaps one of the most notable moments of realisation that I experienced. It presents a 
mode of simulation, simulating a real event through imagination and construction. The re-enactment of 
such an event, however, stands the risk of presenting a false reality which we perceive to be more real 
than the actual event. As Baudrillard (1994: 2) states, the simulation of the real does not function as a 
mirror or reflection of the real but transcends it. The re-enactment, hence, becomes a reality that shelters 




The distinction between the real and the imaginary, according to Baudrillard (1994: 2), raises 
fundamental questions regarding how we perceive our realities. Do we, as South Africans (especially 
Afrikaans-speaking people), distinguish between the enacted and ‘replicated’ event of the Great Trek 
or do we believe it to be the real event based on the documents presented to us (in my experience it was 
in our history classes at school)? To answer this question from my own perspective (and based on 
comments from many of my Afrikaans-speaking peers), there is a definite disparity in our education 
regarding such cultural moments. Many Afrikaans-speaking people, myself included, were not aware 
that the photographs and documents were of the re-enactment of the nineteen hundreds, but rather 
believed them to be records of the real event that transpired almost a century before. This discovery to 
me and, I assume, to other Afrikaans people, underscores how our perception of our realities and where 
we come from may be warped. 
Moments of ‘disillusionment’, prevalent in my and Eliasson’s installation, are, therefore, vital 
in the execution of the meaning of the artworks. They serve to invoke similar feelings of realisation that 
translate into a critical eye directed towards what we perceive to be real and what is not. It not only 
encourages awareness within the viewers of what they are experiencing but (hopefully) encourages a 
self-awareness within them that extends beyond the exhibition, where they may question what they 
perceive to be hyper-real in their personal, social and political lives.  
 
Cultural symbolism embedded in the landscape 
I have indicated that the ceiling, floor, and pegboard panels are intended to remind viewers that the 
exhibition is a simulated landscape. Rain gauges and digging sticks installed in the environments serve 
an analogous function. The materiality of the sculptures and the ‘nature-like’ elements (grass and 
sounds) that frame them, the personal and cultural associations that they bear and the transformative 
processes that they underwent all contribute to the spaces as disruptions of seeming serenity. Culture 
and identity – and all the complexities that accompany these notions – are, in this case, disruptions 
instilled in the landscapes.  
The Dutch, and later the Afrikaners, often perceived the landscape as a place of solace from 
overpopulated, dense and industrialised cities. As Beningfield (2006: 25) observes, it was a place where 
they felt closer to God or their creator due to the open and ‘empty’ spaces, ‘untouched’ by humankind. 
The sculptures in my installation – and other elements such as the sounds and video projection – disrupt 
and question these beliefs as they become almost figural and stand as visual and metaphorical landmarks 
of the cultural and personal events to which the landscape had borne witness. These figures ‘unveil’ 
some of the inherent narratives prevalent in the landscape, but which have been buried in the layers of 
earth and foliage. 
The trees in the “Forest” installation, for instance, are inspired by digging sticks that the 
Khoikhoi and San people used to dig roots out of the ground and as drumming instruments during 
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special ceremonies (as discussed earlier). Although the inclusion of such an object stands the risk of 
portraying modes of cultural appropriation, it is rather my realisation of the presence and habitation of 
other peoples (before the Dutch settled on South African soil and the Afrikaners established a national 
identity) that I experienced that I wish to acknowledge. Such an object symbolises not only my 
ignorance of the people and cultures that inhabited the land before me, but also counters the notion of 
silencing as enforced by European settlers and later the Afrikaners.  
The telephone poles that are used as the ‘sticks’ are significant in terms of my personal 
experiences as well as my cultural identity. Wooden telephone and transmission poles are mostly made 
of eucalyptus tree bark as their timber offers tremendous strength and durability and they grow tall and 
straight (Brink 2008: [sp]). My childhood home was lined (on one side) by large eucalyptus trees with 
one lone telephone pole in our driveway (which seemed odd and out of place to me). The trees, 
especially, left an eerie feeling as they loomed over our house and swayed slowly in the wind, their 
crashing leaves echoing otherwise relative stillness with only the chatter of birds faintly audible in the 
distance.  
My memories of the interiors of South Africa, on the other hand, are riddled with telephone 
poles as I observed them from the car window on our travels through the Karoo to visit our family in 
Pretoria.42 On these long journeys I would often count the poles as a pastime activity or use them as a 
tool to measure time and distance as they slithered to and from the road, becoming denser as we 
approached the various towns (big and small), and more scarce and distant as we departed from them 
again. They almost looked like figures moving through the dry and otherwise desolate interiors of South 
Africa. 
In her article “The Racist History of Telephone Poles” (2019) Caira Wynn Blackwell remarks 
that telephone poles were initially erected in the USA in 1844 by Samuel Morse (compensated by the 
US congress at that time) to send messages (in Morse Code) from one destination to another more 
quickly. The success of this project led to the upspring of thousands of telephone poles across the US 
(and eventually, the world), but was met with great distaste and anger as the US citizens deemed them 
ugly and a nuisance to the eye (Blackwell 2019: [sp]). The telephone pole later, however, became a tool 
of segregation between those who could afford telephones and those who could not, the latter being 
predominantly black (Blackwell 2019: [sp]). It thus became a tool of class and racial segregation, with 
the presence of telephone poles becoming a signifier of neighbourhoods that were middle class and 
white. 
The significance of the eucalyptus tree as an invasive species is particularly momentous in the 
conceptualisation of the poles in my installation. The eucalyptus species is originally from Newcastle 
in Australia, and was distributed to various countries across the world, including South Africa in 1890 
 
42 They are also a significant feature in my memory of the day that we moved homes (in 2009) from the Western 
Cape to Gauteng. 
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(Musengi and Archibald 2017: 2). As stated by Foster (2008: 2), the era in which South Africa 
transformed from a pastorally isolated country to one of capitalism, business, and industrialism, in the 
late nineteenth century, correlates with the immigration of foreign plant species, in this case the 
eucalyptus tree. Stretches of land were fenced off for forestry along with other agricultural and fishery 
practices.  
I believe their timber also played an important role when it came to the implementation of 
Western ideals. Upon the discovery of copper, diamonds, gold, etc. the mining industry in South Africa 
was established and gave rise to what some call the “mineral revolution”. It caused many European 
opportunists to immigrate to South Africa in pursuit of wealth (A History of Mining in South Africa 
2021: [sp]), where they would penetrate and dig large holes in the earth. Eucalyptus wood was used to 
support mineshafts from collapsing due to their strength and durability. This, in my view, speaks of the 
infiltration of European colonists in southern Africa, which further imposed a western landscape and 
capitalist society. 
The barbed wire used to secure the rain gauges around their wooden stands and the ‘rocks’ 
around the telephone poles bear personal and cultural associations. They remind me not only of the 
horse that was tangled and, eventually, killed in a mesh of barbed wire, but also of the wire fences 
surrounding our plot that formed grid-like structures on the surrounding farms. As they feature in both 
the upstairs and downstairs spaces, there is a metaphorical link between the two spaces, as barbed wire 
would connect the poles of a fence or the transmission wires that connected the telephone poles 
distributed across the landscape. 
The hessian sheets that line the inner walls of the balls, similarly, refer to the industrialisation 
of the nineteenth century as South Africa became a vital part of the world economy.43 Hessian originated 
in India in the seventeenth century and was used for rope and paper due to its strength and durability 
(Origin of Hessian fabrics and its uses 2017: [sp]). The fabric was, however, exported to England only 
in 1793 by the Dutch East India Company (VOC) and later (in the nineteenth century) to other English 
colonies across the world (Lindell 2017: [sp]).44 The nature of the fabric, in my installation, poses a 
contradiction in the initial function of Hessian. They are no longer the containers of something but are 
rather contained by the forests of bark fibres drawn around them.  
The visual and conceptual qualities of the balls, furthermore, bear resemblances to Paul 
Emmanuel’s orange in his Twelve Phases of Orange (2002) lithograph. The round shape and torn 
surfaces of the ‘rocks’ emulate Emmanuel’s renditions of the torn-open orange and the landscapes that 
underscore them. His juxtaposition of the South African landscape with an orange in different stages of 
being consumed refers to the ever-changing nature of landscape and identity. We interpret the fruit, and 
 
43 Settlement in Table Bay was initially an establishment of the Dutch East India Company (VOC), where 
trading ships between Europe and Asia would stop for fresh food, water and other refreshments (Ross 1985: 
243). 
44 Because of the strength and resilience of the fabric it was used to carry heavy loads of coffee beans and 
potatoes (Origin of Hessian fabrics and its uses 2017: [sp]). 
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the balls in this case, in relation to our own lives and, to an extent, the life of the landscape. They bear 
connotations of transience and fragility in their representation as well as their materiality.  
As discussed in Chapter One, Emmanuel’s lithographs of dry and desolate South African 
scenery were inspired by photographs taken on a trip that he took through the Karoo at a time that he 
was in his first homosexual relationship. Although the dry and barren scenery is most evident in my 
“Field” installation, the telephone poles are analogous to the kind of journeying that Emmanuel (and I) 
undertook through the interiors of South Africa. Although there is much to say about the gendered 
qualities of my installation (which I discuss in the next part of this chapter), as demonstrated in my 
discussion of Emmanuel’s work, I mostly draw on the visual and metaphorical similarities of landscape 
and the fragility of identity (predominantly cultural in this case) prevalent in our works. 
The “Field” installation, on the other hand, bears more visual similitudes with Emmanuel’s 
work than that of the ”Forest”. Unlike Emmanuel’s lithograph prints of dry and desolate South African 
scenery, his outdoor installation The Lost Men (Grahamstown) (2004) includes open fields with golden 
yellow grass billowing under and around his silk banners. Just as his silk banners, with photographs of 
names embossed in his skin, populate the otherwise ‘empty’ landscape, my rain gauges also disturb the 
seemingly serene grass field in which they are distributed.  
Colonial and Biblical analogies ingrained in the Afrikaners’ perception of the desert-like 
scenery of the Karoo are also at play in the “Field”. While it has characteristics associated with the 
Karoo and, by extension, the desert through which the Israelites travelled to a ‘promised land’, it also 
presents attributes of a colonial landscape. Viewers engage with the landscape from the wooden deck 
rather than from within with the grass, and in an embodied way. The landscape (in a visual sense) is 
placed at a distance and becomes a site to be looked at or surveyed, as Goodrich claims when discussing 
colonial landscapes (2014: 59).  
The landscape, however, approximates that associated with colonial viewing, where vast vistas 
that are apparently uninhabited seem to cater for a speculative and possessive colonial gaze. But this 
gaze is interrupted by the rain gauges. Not only disturbing the supposedly empty vistas, they also have 
burned into their skin markings of personal and cultural significance – much like the embossed names 
of men Emmanuel presses into his skin. 
The landscape drawings on the rain gauges are inspired by imagery from personal memories as 
well as historical documents such as photographs or maps that mark momentous events in the formation 
of an Afrikaner identity. One of them (Figs. 48: 2020), for instance, includes a drawing of slaughtered 
cattle with barbed wire woven in and through the landscape. It was inspired by a photograph taken 
during the South African war (1899–1901), when the British troops burned down the farms of 
Afrikaans-speakers and killed all the animals on them. The barbed wire moves in and between the 
slaughtered animals, looping around one of their heads, which I, furthermore, metaphorically relate to 





Figure 48: Pienaar, A. 2020. Slaughtered Cattle. Leather, wood and barbed wire. Photograph by author 
 
 
Figure 49: Pienaar, A. 2020. A Long Road. Leather, wood and barbed wire. Photograph by author 
 
Another example (Fig. 49: 2020) conveys something of the conflicted relationship that I have 
with my Afrikaans heritage. Rather than portraying the hardships that they went through, I have drawn 
a flat landscape with a long straight road running down the middle (much like some of Emmanuel’s 
drawings). The landscape is overlaid with a drawing of barbed wire that maps the journey that the 
Afrikaners took during the Great Trek. The barbed wire thus complicates the seemingly ‘simple’ 
desolate landscape through the infiltration of western and colonial fencing as well as invoking a 
troublesome Afrikaner history. It can also be interpreted as an object of pain. As the viewers observe 
these objects with the wire twisted around them, they may, in their minds, ‘feel’ what it might be like 
to touch them, evoking a painful experience due to the sharp thorn-like knots woven into them.  
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The ‘tails’ of the rain gauges (Figs. 50 & 51: 2020) have metaphorical links to the tails of cattle 
in the landscape. While some are made of leather, others consist of barbed wire, and thus further suggest 
scarring. On the one hand they suggest the scarring of cattle, in the case of the scorched earth policy, 
but, on the other, that of the landscape in the case of colonial oppression and Afrikaner nationalist 
dominance inscribed in the land.  
 
Figure 50: Pienaar, A. 2020. Slaughtered Cattle (tail). Leather, wood and barbed wire. Photograph by 
author 
 
Figure 51: Pienaar, A. 2020. A Long Road (tail). Leather, wood and barbed wire. Photograph by author 
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In my view, the rain gauges draw parallels between the barbed wire, the road, and the 
slaughtered cattle as motifs associated with Afrikaner constructions of identity and personal memories 
of my childhood. The slaughtered cattle signify both the struggle of the Afrikaners as well as anxieties 
and traumatic experiences that I had as a child, the strangled horse being the most obvious example. 
The wire, alternatively, demonstrates a weapon of pain and restriction. The notion of silencing the 
voices of indigenous people of South Africa can be considered a mode of suffocation as their identities 
and (possibly) their sense of Self were suppressed. The dichotomies ingrained in the surfaces of the 
leather skins are, therefore, emblematic of my complex relationship with my Afrikaner heritage and the 
landscapes that we inhabit. While I am Afrikaans and feel a sense of pride for the hardships that we 






























Part 4: Gender, Embodiment and Reflection 
 
A gendered landscape 
According to Jessica Murray (2009: 4) the ‘taking’ of land bears a strong link to the ‘taking’ of a woman. 
The South African landscape is not only racialised but gendered as well (Murray 2009: 4). Through 
Western discourse there is an assumption that the masculine (the empire or civilisation) has a God-
given right to take or cultivate the feminine (the land, women, and nature), appropriating male 
domination and its nationalist goals in South Africa.  
This is particularly true in landscape images such as Pierneef’s Extensive landscape with 
farmlands (1926), discussed in Chapter One, and Trekkers werp ‘n vergesig oor die landskap (1938) 
(Trekkers gaze out over the landscape) (Fig. 27) which I discussed earlier in the chapter. While 
Pierneef’s depiction of the land places the viewer (and himself) at a vantage point to view the extensive 
landscapes before them, the photograph of the Afrikaners, studying the landscape from the foot of a 
rocky mountain, bestows ownership to those held within the frame. Both, however, exhibit modes of 
ownership that are predominantly acquired by the masculine. The man gesturing over the landscape in 
Trekkers werp ‘n vergesig oor die landskap (1938) (Trekkers gaze out over the landscape), for instance, 
strikes a commanding pose, showing that he is in control of the space, thus highlighting Afrikaner 
dominance of the time.  
The ‘digging sticks’ in the “Forest” installation invoke gendered qualities in both their 
materiality – along with the colonial associations that they bear – as well as in the way the erect 
telephone poles ‘penetrate’ the ball. An obvious sexual allusion can also be read more metaphorically. 
The telephone poles penetrate the surface of the earth – in this case, the supposedly ‘empty’ and virgin 
landscapes of southern Africa. They also imply the inscription of a masculine identity into the 
landscape, as the Afrikaners did during the nationalisation of their Afrikaner identity.  
The gendered implications prevalent here derive from the belief that a man was head of the 
house, in the eyes of God, and thereby took the responsibility to ascribe familial and social roles to the 
indigenous people of the country as well as the women of Afrikaner heritage (in this case). As discussed 
earlier within this chapter, the role of the volksmoeder as a heroic figure and a symbol of purity was 
ultimately designed by men for women. In this manner they assigned Afrikaner women to the domestic 
sphere (within the household), where they would mother children and support their brave and 
conquering husbands. This was what was expected and, to an extent, demanded. 
The “Field” installation exhibit similar colonial and Afrikaner ideals and norms as that of 
landscape imagery of the early twentieth century. Earlier, I discussed the cultural implications that this 
had for the political sphere of South Africa, whereas I now focus on the gendered implication it bears. 
I compare the “Field” with Trekkers werp ‘n vergesig oor die landskap (1938) (Trekkers gaze out over 
the landscape) (Fig. 27), as it displays similar gendered notions. It suggests connotations of Afrikaner 
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nationalism, with roots in colonialism, while, simultaneously, suggesting the gender-based hierarchies 
that were prevalent during this time.  
The audience who observes the landscape from the deck (in my installation) exerts a form of 
power over the landscape as the man pointing over the scenery does in Trekkers werp ‘n vergesig oor 
die landskap (1938) (Trekkers gaze out over the landscape) (Fig. 27). This could be associated with the 
male (or colonial) gaze, which refers to a man treating a woman’s body as an object to be observed 
(Oxford reference 2020: [sp]), just as males, through Western discourse, believed they had a God-given 
right to take and cultivate the land. This is countered, however, as the rain gauges turn the gaze towards 
the viewer, complicating the landscape as a colonial site. 
It is, however, the act of immersing the viewers (and myself) within the landscape by activating 
all the senses of the body, that the objectification of the landscape and, therefore the woman, is 
subverted and contested. The following section explains how an embodied approach to landscape 
through immersion and experience subverts Western and colonial landscape conventions.  
 
Challenging gendered and patriarchal landscapes through embodiment 
Thus far I have described how the sculptures and atmospheres incorporated in my installation respond 
to the social and personal relationships that I have with my culture and with the land. It is, however, 
ultimately my physical and embodied engagement with the landscape and within my practice that I 
contest hierarchical cultural structures and stereotypical masculine and feminine associations inherent 
in them.  
Perry and Medina (2015: 1) describe embodiment as an acknowledgement of our bodies as 
experiential beings. The body is always in a motion, negotiating the inner and outer happenings of the 
flesh and the mind. It is both a creation in progress as well as a representation of the creation itself 
(Perry and Medina 2015: 1). I relate this to Foster’s (2008: 2) statement I cited earlier in this chapter 
about identity that arises through experience and always being in a state of flux. It is close to subjectivity 
which cannot be formed in isolation but is largely dependent on experience (Foster 2008: 14).  
Perry and Medina (2015: 1) further describe the body as a vehicle to engage with the 
psychological, political, relational and the world of landscapes through experience, communication and 
sensory interaction. It is a methodology concerned with “education in relation to the multiple cultural 
and political landscapes that we navigate in our work” (Perry and Medina 2015: 2). Post-humanist and 
poststructuralist studies have, over the past two decades, unsettled the notion of the body as a container 
that is separate from the environment or even our minds. The boundaries between the body and the 
mind, emotion and intellect are being disrupted as we try to make sense of our worlds and our lives 
(Perry and Medina 2015: 3). 
Ingold (2011: 130), similarly, proposes that the only way humans can engage with the landscape 
at all is through immersion, as it is our experience of being immersed in, seeing in, feeling in its physical 
and atmospheric properties that our awareness of being and being alive is stimulated. I propose that I 
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have (consciously or unconsciously) challenged and subverted the politics of my cultural and gender-
based identity through an embodied approach to both the landscapes of my childhood and my study 
today. My engagement with the landscape was always embodied and immersive, in which my 
experiences were predominantly “smooth” ones, defined by “atmospheric space[s] of movement and 
flux” (Ingold 2011: 132).  
To engage with the landscape in “striation”, conversely, is to have a fixed target and to have a 
predominantly optical experience (Ingold 2011: 133). I believe that western ideologies engaged with 
landscape in “striation”, as this would insinuate a fixed and bound landscape experienced mostly 
through sight, as though it is seen through a screen and projected as an image onto the mind (Ingold 
2011: 133). This notion implies that there is a distance or detachment between the landscape and the 
perceiver (Ingold 2011: 133), as has been demonstrated in many colonial and patriarchal landscape 
depictions. 
My bodily engagement with the landscape subverts Afrikaner cultural norms and expectations 
set in the image of the volksmoeder. Rather than performing the role of a domestic protagonist, I played 
outside, chopped wood, built forts and swings, etc. – activities that one would not necessarily associate 
with femininity. At school I would also often wrestle or play rugby with the boys, which inherently 
placed me in an interstitial space: I did not necessarily ‘fit in’ with the girls but neither was I one of the 
boys.  
The physical labour involved in the making of my installation also includes an embodied 
approach. Upon reflecting on the processes that I underwent I found that I experienced similar feelings 
of angst and anxiety in the making and drawing of the forest as I did when I was actually in the forest. 
Alternatively, I found the “Field” installation an easier plain to navigate, as I was more familiar with 
the mediums as well as the cultural innuendos incorporated. The repetitive weaving of the grass was 
particularly conducive to meditation on my identity, as it required me to conduct the same process over 
and over again, eventually ‘losing’ myself in the process and wandering off in daydreams of myself and 
of my life.45 
I, furthermore, believe that the making and creating process of my installation consists of both 
heavy lifting as well as intricate and delicate work. This speaks of both masculinity and femininity, 
discursive gender-based roles that I contest and blur in my practice. The telephone poles and wooden 
decks include the building and manipulation of heavy wooden objects, while cooking and pulling the 
fibres of the eucalyptus bark apart and drawing onto the balls with them include more delicate work.  
The rain gauges, similarly, include modes manipulation of thick and sturdy materials as well as 
delicate drawing and burning techniques into the surface of the skin. And while leatherwork may relate 
more strongly to stereotypical masculine interests or occupations, the nature of the skin derived from 
 
45 I also employed three people to help me complete the required amount of grass panels, who claimed that they 
had similar experiences. They claimed that they would go into a trans-like state where they would have many 
conversations with themselves or closely interrogate significant experiences that they may have had in their life. 
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predominantly female animals (cows) and the intricate drawings burnt into them suggest a delicate 
hand, posing a dichotomy in the character of the objects in a gender-based context.  
Although my position as a queer Afrikaans-speaking female was often a confusing and a 
challenging social situation to navigate, I now realise that these encounters, as well as my encounters 
with the land, were in fact extremely conducive to gaining knowledge about myself, my social identity 
and of the landscapes that surrounded me. I gained knowledge not only of my body’s physical abilities 
or sensory responses, but also how I came to understand myself within the spaces that I found myself 




In this chapter I have demonstrated how my art practice interrogates and subverts colonial landscapes 
and Afrikaner norms and expectations by introducing new methods of belonging. I did this by 
interrogating my personal and societal childhood landscapes as constituents of the psychological 
formation of my identity. I first unpacked the history of the Afrikaners, where and how they emerged 
as a community and as a culture and how the hardships that befell them upon their journey into the 
interiors of South Africa influenced their sense of pride and belonging in an unfamiliar landscape, away 
from Europe.  
It is evident that psycho-social fears of obliteration were a prominent theme in the formative 
years of the Afrikaners as they continually faced British domination and the eradication of their 
language and religious beliefs. Their loss against the British troops in the South African War (1899–
1901) and the death of thousands of women and children in British concentration camps left an 
impoverished post-war volk, which led to a dangerous movement towards nationalism embedded in 
their religion. My main focus here, however, was on the psychological formation of the female 
Afrikaner identity who bestowed her trust in a masculine God in a religion where women were seen as 
inferior to men and, as a result, supported (willingly or unwillingly) male domination in an increasingly 
racially segregated country. 
By giving a brief overview of how I experienced my childhood landscapes, both social and 
personal, I provided a foundation from which my installation derived as both experiential as well as 
cultural spaces. I argued that only through immersion was I able to engage with the landscape fully, as 
Ingold (2011) proposes in his account of landscape and perception. By describing the atmospheres 
instilled in the spaces I was able to imagine what the viewers may experience upon walking through 
them, based on my own experiences of landscapes like those constructed.  
As I conceptualised my landscape installations through Deleuze and Guattari’s (1988) 
“smooth” and “striated” space I determined that the viewers will encounter a predominantly “smooth” 
experience, as I did when I wandered in the forests that surrounded our plot, led mostly by curiosity and 
a desire to ‘get to know’ the environment. “Striation”, alternatively, is at play in the construction of the 
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installation, which I demonstrated in my sketches of the gallery and how the installation might function. 
It also defines the thought processes that I underwent in the interrogation of myself and my identity as 
I tried to make sense of who I am and how I perceive myself in relation to my surroundings. Lines, 
trajectories and mapping helped me measure the space, calculate the volume of grass needed to fill it 
and ascertain how the wooden deck, the ‘trees’ and the rain gauges would function in the intended 
atmospheres created. 
Moments of ‘disillusionment’ are also an integral part of my installation, as they afford viewers 
the opportunity to reflect on their experience, which Eliasson describes as a moment of “seeing-
yourself-sensing” (Eliasson 2015: [sp]). This involves an atmospheric and experiential awareness 
intended to be invoked within viewers – one which enables them to become aware of their own 
participation in constructed environments and of themselves as experiential beings.  
These moments of ‘disillusionment’ can also be transferred into the socio-political sphere. I 
have argued how turning a critical eye on yourself and your cultural heritage can reveal ambiguities 
that may have been invisible to you before. I particularly refer to the moment in which I realised that 
the documents of the Great Trek of the nineteenth century that I was familiar with were, in fact, re-
enacted accounts that transpired a century later. This raised fundamental questions regarding how I 
perceive the reality of my immediate political and cultural landscapes.  
To convey these ambiguities and politically and culturally turbulent events that the land so 
easily hides/obscures, I brought metaphorical landmarks (in the shape of the trees and the rain gauges) 
to view within my landscapes, disturbing the seemingly serene and calm atmospheres instilled within 
the spaces. Other elements such as eerie noises and obscured vision also served to infiltrate these 
environments, but it was ultimately the figural and gestural qualities of the ‘trees’ and the rain gauges 
that functioned as metaphorical figures, carrying the burden of complex racial, personal and cultural 
histories, that disturbed the serene landscapes. 
Embodiment serves as the connective tissue between the seemingly disparate ideas of an 
atmospheric landscape and that of culture and politics. In the final section of this chapter, I refer to 
Perry and Medina’s (2015) accounts of methodologies of embodiment – notably their concept that the 
body serves as a tool for the experiential as well as for communication. The body, they argue, is the 
connective tissue between the outer and the inner world that negotiates the inner and outer happenings 
of the body and the mind. It can also be used to negotiate the political, personal, relational, and 
psychological landscapes through experience and bodily engagement. 
I argue that my embodied engagement with the landscape as well as within my practice 
ultimately contests Afrikaner ideologies of the volksmoeder. Rather than conforming to Afrikaner 
expectations where the woman’s place is predominantly within the domestic sphere, the construction 
and completing of my installation included activities where I would be out in nature or doing physical 
heavy-lifting. The dissection of the bark fibres and burning into the leather gave way to a new fort of 
ideas and how I negotiate my identity positions and sense of Self. My engagement with the landscape 
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displays a toughness that, I believe, is rooted in my queer identity. And it is within the discursive 
boundaries of gender stereotypes and assigned gender roles that I navigate my queer female Afrikaans 







































A Psychic Landscape: Reimagining Personal Identities within Local Landscapes sets out to explore 
different and meaningful ways in which to engage with the Self and with the landscape. It explores 
modes in which to critically dissect and analyse one’s personal, social and cultural identities in relation 
to the spaces that surround us. I specifically focus on colonial, hegemonic, and patriarchal landscape 
conventions as Afrikaner norms and ideals rose from, and within, them. 
I have referred to the landscape artworks by artists Olafur Eliasson and Paul Emmanuel and 
how they have subverted (specifically) colonial landscape depictions both through embodied acts of 
making, experiencing, and self-reflexive modes of thinking. Eliasson’s The Mediated Motion (2001), 
on the one hand, focussed on the viewers’ experience of the installed spaces and how they may move 
through it, while Emmanuel has turned his attention on himself and how he perceives his experience of 
his queer, white, male identity living within a post-colonial and post-apartheid setting. 
The viewers’ experience of The Mediated Motion can be defined only through their movement 
through it. Deleuze and Guattari’s (1988) conceptions of moving through “smooth” and “striated” 
spaces have assisted my analysis of his artworks as defined by movement. They have also helped me to 
unpack my own thoughts and feelings when moving through spaces and navigating my way in my 
personal, social, and cultural settings. Movement, both physically and mentally, shapes our 
understanding of a space and gives meaning to how we interpret it. So, just as we would acquire 
meaning and knowledge of ourselves in the movement through a place, we, similarly, acquire 
knowledge of ourselves by interrogating the journeys within our minds. 
In light of Tim Ingold’s (2011) view of “smooth” and “striated” space I suggest that it is the 
atmospheres employed in both my and Eliasson’s installations that define them as predominantly 
“smooth” experiences. The viewers walk “smoothly” through their spaces and feel the change in 
ambiences installed in the different environments. Notions of “striation” assist in the reconfiguring of 
the spaces and of the viewers’ perception of it.  
Emmanuel similarly employs notions of journeying, but it is rather his interrogation of his 
queer, white masculine identity that resonated with my work as interrogations into my own queer, white, 
female identity living in contemporary South Africa. He renders images of himself as part of the 
landscape, thereby weaving himself into its fabric. He does this visually and with his materials. He also 
uses techniques such as scratching and blind embossing in his artworks, which is synonymous with how 
I burnt into the skins of my leather rain gauges and the scratching implied with the digging sticks. 
Deleuze and Guattari’s (1988) conceptions of “smooth” and “striated” space has assisted me to 
navigate both Eliasson and Emmanuel’s works. It has also provided me with a tool to navigate my own 
work and my identity which, I believe, functions within an interstitial space as both oppressor and 
oppressed as a white queer, Afrikaans-speaking female living in post-apartheid South Africa. It has 
helped me to conceptualise the dissection of identity as modes of navigation through “smooth” and 
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“striated” space. By dissecting of the fibres of eucalyptus bark and by fashioning a new object and 
image from the medium, I move from a tangled mass of bark strands as a predominantly “smooth” 
phenomenon, to a new, constructed, and coherent (at least partly) object and image. 
The viewers’ movement through my installation is also incremental in its meaning. The 
‘digging stick’ presented upstairs is symbolic of how I dig into my identity, particularly in this study. It 
alludes to digging and getting under the skin of something as one would when moving deeper into one’s 
psyche. The viewers’ participation can, therefore, be synonymous with a needle piercing the surface of 
a material and thereby weave themselves into the body of the installation.  
I similarly move through the “smooth” and the “striated” when weaving the grass strains into 
the pegboard panels to, ultimately, construct a grass landscape that has qualities similar to that of a, 
characteristically, flat South African scene. I also weave myself into the fabric of my installation as well 
as the landscapes that I engage with when cutting the grass (for instance).  
Through my installation I intend to encourage modes of navigating the Self and one’s 
experiences through atmospheric environments, populated with personal and cultural landmarks. It is 
at the moment of ‘disillusionment’, through the revelation of the construction of the installation, that I 
hope to encourage viewers to pause and reflect on what it is that they are experiencing and how they 
interpret the spaces and themselves as participants in them. 
I have argued that it is our embodied experience of landscapes that is greatly defined and shaped 
through our previous memories of landscapes and the cultural structures that are woven into our being. 
While Eliasson’s installation is predominantly defined by the weather and atmospheric perception, 
Emmanuel interrogates his identity as a part of, and in a sense, immersed in the landscape.  
I propose that these artists’ approaches to landscapes and themselves form the skin and bone of 
how we, as experiential and self-aware beings, perceive our Selves and our surroundings. 
Metaphorically speaking, notions of identity and cultural constructs prevalent in Emmanuel’s work 
form the bones of my argument, while Eliasson’s atmospheric environments constitute the flesh around 
it.  
I have, furthermore, discovered that my cultural identity, lodged in Afrikaner nationalism and 
colonial conventions, acts as the backbone of where I come from. Alternatively, the atmospheres and 
ambiences that I experienced as a child (up until now) give meaning to my personal and cultural identity 
and how I think of myself as an experiential being. This is where Eliasson’s moment of ‘disillusionment’ 
becomes important. It is the moment of realisation that you are, in fact, experiencing a human 
construction, that prompts us to think about our experiences and thereby to look inward, where glimpses 
of the Self may be revealed. I propose that it is here where an interrogation into the structures of my 
identity, as predominantly defined by personal and cultural experiences, can take place.  
My installation functions as a combination of motifs employed by Eliasson and Emmanuel. It 
is ‘rooted’ in the telephone poles and rain gauges that are symbolic predominantly of personal and 
cultural landmarks, but is immersed in the atmospheres that surround it and, to an extent, define the 
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spaces and ‘figures’ within the environments. These atmospheres are predominantly derived from my 
childhood landscapes and have shaped how I think of landscape today. Emmanuel’s artist’s book 
functions similarly to this, as the book is enclosed in ambiguous and, to an extent, atmospheric imagery, 
with personal and cultural landmarks ‘rooted’ in its interiors.  
It is, ultimately, through the embodied acts of weaving and dissecting materials that make up 
the body of my installation that I was able to meditate on my identity and make these discoveries. My 
engagement with both the physical landscape as well as the materials and motifs employed in my 
installation has afforded me the opportunity to investigate how I interact with the personal and the 
cultural. In doing this I have critically engaged with, and contested, my inherited and problematic 
Afrikaans culture and challenged how I perceive the processes and experiences that I underwent in the 
construction of a new landscape. This process has enabled me to emerge with some semblance of 
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